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PREFACE 

Little  more  than  a  decade  has  elapsed  since  the  attention 
of  scholars  has  again  been  directed  to  the  history  of  the 
Spanish  stage,  and  their  labors  have  been  rewarded  with 
most  unexpected  success.  While  these  results  have  been  due 
to  the  work  of  a  number  of  investigators— Sanchez- Arjona, 
Cotarelo,  Restori,  and  others— it  is  to  the  late  Dr.  Cris- 
tobal Perez  Pastor's  patient  and  unwearjring  researches 
that  we  are  especially  indebted.  The  mass  of  material 
which  he  has  brought  to  light  will  always  form  the  founda- 
tion upon  which  others  must  build.  For  nearly  a  cen- 
tury, or  since  the  appearance  of  Pellicer's  work  upon 
the  Spanish  stage  in  1804  (excepting  the  very  important 
matter  contributed  by  Schack  in  the  Nachtrdge  to  his 
Geschichte  der  dramatischen  Literatur  und  Kunst  in 
Spanien,  1854),  little  of  importance  had  been  done  by 
scholars  in  this  field  until  very  recent  times.  About 
ten  years  ago  Perez  Pastor  began  investigations  in  the 
Archives  of  Madrid  and  other  Spanish  cities  that  have 
yielded  the  richest  results,  and  to  these  the  present  volume 
is  greatly  indebted.  The  labors  of  this  distinguished 
investigator  have,  moreover,  shown  that  the  first  volume 
of  Pellicer's  Tratado  Historico  sohre  el  Origen  y  Pro- 
gresos  de  la  Comedia  y  del  Histrionismo  en  Espaha, 
Madrid,  1 804,  is,  upon  the  whole,  trustworthy  as  far  as 
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h  goe&.  tni.  OS  z  Tjn>er  rf  Avj  -ifiTts  to  vfaicfa  Pelll- 
cer  had  2cce»  see::  to  kz-re  ssn^KnetTcd.  his  work  is  sdll 

I:  Txs  vrdi  d»  pcrpose  of  j^'t^  the  latest  researches 
oi  ti>e  Kitclars  above  rserrfcoed.  asd  sadi  odicr  mfonna> 
tion  as  has  come  to  rn-  krsov-Zedge.  dia:  the  present  ac- 
oounr  of  the  Spanish  s£a^  «-as  Trajerratm 

The  asxxaxr  of  marena!  for  sadi  a  work  is  now  large. 
I  have  not  attemp:ed  to  chrocide  every  known  fact,  and 
whether  I  have  always  chosen  what  is  most  important, 
must  be  left  for  others  to  ju.:^.  Frequent  references  will 
be  found  in  the  course  of  the  socceeding  pages  to  the  stage 
history  of  other  counrries.  especially  of  England  and 
France,  with  the  view  of  throwing  some  light  upon  the 
points  under  discussion.  They  may.  it  is  hoped,  be  not 
unwelcome  to  the  reader. 

The  "List  of  Spanish  Actors  and  Actresses,"  which 
originally  appeared  in  the  Rnruf  Hispamque,  Tome  XVI, 
1907,  is  now  reprinted  in  a  revised  and  corrected  form. 
While  it  is  necessarily  Incomplete,  and  while  further  re- 
searches will  undoubtedly  add  many  a  detail,  the  data 
here  collected  may  render  some  service  pending  the  ap- 
pearance of  a  more  satisfactory  list,  compiled  by  one  to 
whom  all  the  sources  are  accessible. 

H.A.R. 
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INTRODUCTION 

It  has  been  said  that  the  dramatic  literature  of  Spain  in 
I  the  sixteenth  and  seventeenth  centuries  exceeded  that  of  all 
other  European  nations  combined,  and  this  is,  perhaps,  no 
exaggeration.  Lope  de  Vega,  the  great  founder  of  the 
national  drama,  who  heads  the  list  with  about  fifteen  hun- 
dred plays,  would  alone  suffice  for  an  entire  nation.  He 
is  followed  by  Tirso  de  Molina  and  Luis  Velez  de  Gue- 
vara, with  about  four  hundred  plays  each,  and  by  other 
playwrights  whose  productivity  is  almost  as  remarkable. 
Of  the  V'^st  dramatic  output  of  this  period  it  has  been 
estimated  that  fully  one  half  is  lost  beyond  recovery.  Of 
Lxjpc  de  Vega's  repertory  about  two  thirds  has  perished; 
of  Tirso  de  Molina's  and  Velez  de  Guevara's  about  four 
fifths  has  disappeared,  and  of  all  the  great  dramatists  of 
the  Golden  Age  perhaps  Calderon  is  the  only  one  whose 
literary  baggage  has  descended  to  us  almost  in  its  entirety.' 
Theatrical  representations  became  exceedingly  popular 
in  Spain  in  the  last  decades  of  the  sixteenth  century,  and 
with  the  establishment  of  the  first  permanent  theaters  in 
Madrid— the  Corral  de  la  Cruz  in  1579  and  the  Corral 
del  Principe  in  1582— the  passion  for  the  theater  in- 
creased, and  it  was  not  long  before  all  the  larger  cities 
possessed  fixed  corrales  or  theaters,  and  few  towns  were 
«o  small  that  they  were  not  occasionally  visited  by  strolling 
players.     In  all  matters  pertaining  to  the  stage,  however. 


'  Coflceminf;  th«  drairia  in  England,  W.  W.  Greg  (Henslotee  'j  Diary, 
Vol  II,  London,  1908,  p.  146)  tayi:  "Wt  may,  1  think,  conclude  wiih 
tame  eoofidrnce  th^c  the  total  output  of  the  Elizabethan  Age  wa«  between 
1000  *ad  jood  [playt]  and  probabljr  not  very  far  removed  Irom  the  mean, 
Tfai*  a,  vf  course,  exclusive  of  maaques."  He  gives  about  £;o  as  the 
toal  Ottniber  of  playi  extant  from  Elizabeth's  accession  to  the  outbreak  of 
iki  drll  war  (1551-1643]. 
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Madrid  wns  alwmys  paruDOimt.  Upoo  tliis  point  the  evi 
dence  is  overwhelming.  The  iMpnrtancc  of  Valencia  as  a 
theatrical  center  has  been  mnch  esca^gcrztcd.  and  while 
a  corral  may  have  existed  in  that  city  as  early  as  1566, 
there  h  no  pcisiti%x  reconi  of  oat  till  15S2  or  1583.  As 
the  dramatists  of  the  »xallcd  Valeacian  school  were  all 
followers  of  Lope  de  Vega,  (its  attiTity  can  be  dated  back 
no  farther  than  Lope's  leaidence  in  that  city  in  1588), 
so,  too,  the  Valencisa  stage  was  at  all  times  ruled  by  that 
of  Madrid.  In  the  capital  all  the  large  companies  of 
players  were  of^anized;  here  all  the  celebrated  managers 
{autorei  de  comrdiss}  and  acton  li%*ed,  and  from  this 
source  all  the  cities  of  Spain,  as  well  as  the  capital  of 
Plortllgal,  drew  for  their  theatrical  representations. 

After  Madrid,  the  most  Bourishing  theatrical  center,  on 
account  of  its  wealth  «nd  commercial  importance,  was  un- 
doubtctlly  Seville,  and  hence,  in  the  following  account  of 
the  Spanish  stage,  I  have  confined  myself  almost  exclu- 
sively to  these  two  cities,  not  only  because  of  their  prime 
importance,  but  also  for  the  no  less  potent  reason  that  here 
the  sources  Haw  nnuh  more  freely  than  elsewhere. 

As  regards  the  city  of  Valencia  it  may  not  be  out  of 
place  to  give  here  such  information  as  is  furnished  by  the 
rare  little  book  El  TtiitrD  dt  ymlencim  desde  su  Origen 
hmta  nuestros  Dim,  por  D.  Luis  Lamarca^  Valencia,  1840. 
Concerning  theatrical  representations  in  that  city  Sr.  La- 
marca  says  that  "to  Valencia  belongs  the  indisputable  glory  I 
of  having  been  the  first  city  in  Spain  in  which  dramas  were 
represented  in  the  vulgar  tongue,"  and  mentions  that  in 
April,  1394,  there  WSS  performed  in  the  Palacio  del  Real 
a  tragedy  entitled  I.'hom  enamarat  y  I4  fembra  satisfeta^  1 
written  by  Mosen  DomingQ  Masco,  counselor  of  the 
King,  Don  Juan  1.' 

A  few  years  afterward,  in  14' 2i  on  the  occasion  of  the 

^Stt  at»o  Wolf,  StuJifM  fvr  Gn<kifkit  drr  tpmmt(h*m  mmJ  ftrtugit- 
tixrhen  ymti»HiiUiifr«ttir,  Itrrlin,  iS?g.  p.  5*4. 
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festivities  celebrated  by  the  city  in  honor  of  the  visit  of 

the   King,  Don   Fernando,  among  other  things  four  en- 

iramtsos  nuevos  were  enacted.     Lamarca  says  that  these 

were  probably  carros  tritmfales,  which  are  now  known  by 

the  name  of  rocas;  and  upon  these  carros  were  represented 

fsioi  or  mysteries,  for  in  the  deiiberadon  of  March  7, 

1415,  it  was  decreed  to  pay  to  "Mosen  Juan  Sist,  pres- 

bitcro,  per  trobar  e  ordenar  les  cobles  e  cantilenes  ques 

tantaren  en  los  entramesos  de  la  feslividad  de  la  entrada 

delSor.  Rey,  Reyna  e  Primogenit,"  thirty  florins,  '*e  igual 

suma  a  Juan  Perez  de  Pastrana,  per  kaber  de  arreglar  e 

donar  el  so  a  les  d'ttes  cantilenes  e  haber  fadrins  que  les 

fsniasen  e  ferlos  ornar"  (p.  10).    This,  the  author  says, 

is  proof  of  the  Valencian  origin  of  the  term  entremes.    As 

early  as  the  middle  of  the  fifteenth  century  the  city  had 

pMju^lares  (juglares  asalariados)  to  represent  the  public 

fetivals,  as  is  shown  by  a  deliberacion  of  August  28,  1487, 

when  the  city  appointed  "Juan  Alfonso  para  una  plaza  de 

juglar  de  la  ciudad,  que  se  hallaba  vacante  por  muerte  de 

Martin  Alfonso;  expresando,  que  se  le  concedia  con  los 

efnoiumcntos   y   trajcs   pertenecientes    a    dicho    oficio" 

(iiiU),  and  he  continues:  "Los  misterios  en  lengua  lemo- 

*n*  que  se  representan  todavia  por  las  calles  en  la  vispera 

f  dia  del  Corpus  y  en  especial  el  de  /idam  y  Eva,  que 

intes  de  salir  de  la  procession  se  cjecuta  sobre  el  carro  o 

^^fade  la  Santisima  Trinidad,  bajo  los  balcones  de  la  casa 

^^  ayuntamiento,  son  una  mcmoria  de  aquellas  primitivas 

'^rescntaciones," 

Ai  to  the  playhouses  of  Valencia,  Sr.  Lamarca  calls  at- 
tention lo  the  fact  that  Jovellanos  was  in  error  in  stating 
thitin  1526  the  Hospital  of  Valencia  possessed  a  theater 
"1  that  city,  and  states  that  many  years  passed  before  the 
Hotpital  had  any  interest  in  the  casa  de  Comedias.  The 
fvidencc  for  an  early  theater  in  Valencia  he  finds  in  the 
circumstance  that  in  1566  the  street  now  called  calle  de  la 
Tatulia  was  called  the  carrer  de  les  Comedies.    The  fact 
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is,  however,  that  the  Hospital,  in  1582,  finding  itself  in 
straits  for  fundsj  the  Marquis  of  Aytona,  then  Viceroy 
of  the  kingdom  of  Valencia,  decreed  on  September  15  of 
that  year  that  the  companies  of  players  which  came  from 
various  parts  to  Valencia  could  only  represent  in  the  place 
appointed  by  the  Hospital.  This  concession  was  con- 
firmed by  the  Cortes  of  Monzon  in  1585, 

From  a  dcliberadott  of  November  6,  1584,  it  appears 
that,  for  a  short  time  prior  to  this  date,  a  theater  had  been 
established  in  a  house  of  Ana  Campo,  "situada  cerca  dels 
Santeti,"  m  which  Alonso  de  Cisncros  had  represented 
for  three  months  (p.  18). 

These,  however,  were  only  provisional  theaters,  and  on 
May  4,  1584,  the  permanent  theater  in  the  Vall-cubert 
was  finished.  This,  Sr.  Lamarca  declares,  was  in  the  Plaza 
dc  la  Olivera,  now  called  the  Plaza  de  las  Comedias, 
for  a  deliberadon  of  November  6,  1584,  shows  that 
N.  Velazquez  represented  '*farsas  en  la  casa  que  te 
h  dit  spital  pera  dit  eftcte  a  la  Olivera/*  At  this  time  the 
entrance  fee  was  4  dineros,  and  a  silla  cost  seven.  This 
famous  Casa  de  la  Olivera  existed  for  thirty-four  years, 
until  i6l8,  when  it  was  torn  down  and  rebuilt.  While 
rebuilding  comedias  were  again  represented  in  the  house 
called  deii  Santets,  over  against  what  is  to-day  the  church 
of  St.  Thomas,  where  performances  had  formerly  taken 
place.  The  Teatro  de  la  Olivera  was  opened  on  Novem- 
ber 3,  1619,  when  the  first  representation  took  place  in  the 
new  structure,  and  here  they  were  continued  until  17 15, 
when  it  was  rebuilt  anew. 

In  iSzi  the  dramatist  Jacinto  Maluenda  was  alcaide  of 
this  casa  de  comedias,  and  moved  to  the  house  in  the 
theater  called  del  Aulor,  "which  he  was  to  occupy  and  to 
exercise  the  duties  of  his  office,  receiving  all  the  returns 
and  profits  from  the  sale  of  waters,  sweets,  fruits,"  etc., 
**del  modo  y  manera  que  fins  buy  ho  hart  tengui  tots  sos 
^^If.  "  f  63.)    In  1650  representations  were 
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forbidden  by  royal  decree.  In  June,  1662,  we  find  Jose 
Carrlllo  and  his  company  representing  forty  comedias  in 
Valencia.  Performances  continued  to  take  place  in  the 
Teatro  de  la  Olivera  until  it  was  demolished  in  1750,  at 
the  instance  of  the  archbishop,  D.  Andres  Mayoral. 

With  this  brief  notice  of  the  theater  at  Valencia  we  now 
turn  our  attention  to  the  stage  of  Madrid,  first  casting  a 
retrospective  glance  over  the  early  religious  representa- 
tions in  the  peninsula. 
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CHAPTER  I 

£ariy  religious  representations.  The  festival  of  Corpus  Christi. 
The  secular  drama.  Lope  de  Rueda.  Torres  Naharro.  Early 
secular  representations. 

So  far  as  the  representation  of  secular  dramas  in  Spain  is 
concerned,  we  need  go  back  no  further  than  Lope  de  Rueda, 
who  is,  in  fact,  the  first  professional  actor-manager  whose 
name  has  been  preserved  in  the  theatrical  annals  of  Spain. 
To  him  and  to  Torres  Naharro,  Lope  de  Vega,  the  great 
creator  of  the  Spanish  national  drama,  has  ascribed  the 
heginnlngs  of  the  comedia.*  On  the  other  hand,  any  dis- 
cussion of  the  representations  of  the  religious  drama  in 
the  peninsula  must  necessarily  revert  to  a  much  more  re- 
mote period. 

The  earliest  definite  notices  of  popular  representations 
'n  Spain,  it  may  be  observed  here,  all  concern  the  celebra- 

In  his  Loa  de  la  Comtdia,  Agustin  de  Rojas  tells  us  that  the  comedia 
^*i  in  beginning  in  the  city  of  Granada,  at  the  time  'when  the  Catholic 
^p  expelled  the  Moriscos  from  Spain  ( 1492) ,  and  says  that  the  comedia 
*ii  bt^un  by  Juan  de  la  Enzina,  "who  was  the  first  and  of  whom  we  have 
Aret  Kloguet"  (p.  120).  And,  again,  he  says  that  "the  use  of  the  comedia 
^tgu  to  be  discovered"  when  Columbus  discovered  the  New  World  (p. 
'")•  He  states  that  Enzina  himself  represented  them  to  "the  Almirante  y 
^qnessa  de  Castilla  y  de  Infantado."  But  as  Canete  remarks:  "Encina 
ntuTo  muy  lejot  de  ser  representante,  y  mucho  menos  autor  de  Compahias 
'imcu  en  el  sentido  que  posteriormente  ha  dado  i  este  frase  el  tecnicismo 
"Hral.  Poetas  coetineos  de  nuestro  salmantino  [Encina]  como  Pedro  de 
^'tga,  vendian  ya  sus  coloquios  pastoriUs,  que  entonces  st  practtcaban 
rnvht,  i  loa  represeotantes  que  andaban  pot  el  reino,  que  fueron  los  pri- 
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tion  of  the  festival  of  Corpus  Christi,  which  was  first  insti- 
tuted by  Urban  IV.  in  1264.'  Most  of  our  information 
concerning  these  festivals  has  been  obtained  from  the 
Archives  of  the  larger  Spanish  cities,  and  that  these 
notices  have  been  recorded  is  due  to  the  fact  that  such 
festal  representations  were  given  at  the  command  and  ex- 
pense of  the  corporations  of  the  various  municipalities. 
In  this  respect  the  Spanish  Archives  seem  to  be  unusually 
rich,  and  they  throw  much  light  on  the  character  of  these 
early  representations  and  on  the  manner  in  which  they 
were  produced.  It  may  not  be  without  interest,  therefore, 
to  cast  a  glance,  though  it  be  a  very  hasty  one,  at  these 
early  religious  representations,  i.e.,  before  the  middle  of 
the  sixteenth  century.* 

According  to  Sanchez-Arjona  the  Archives  of  Barcelona 
contain  accounts  of  the  celebrations  of  the  festival  of 
Corpus  Christi  covering  the  first  two  thirds  of  the  fifteenth 
century,  i.e.,  down  to  1462.  This  festival  was  first  intro- 
duced into  Spain  at  Gerona  by  Berenger  de  Palaciolo,  who 
died  in  1314.  It  was  celebrated  with  great  solemnity  in 
Seville  during  the  fifteenth  century,  the  cathedral  chapter 

neras  que  talitran  d  rtatdr  pubHtataenU.  A«i  lo  txptm  Juso  L6pez 
Otorio,  CO  uoa  obra  hiicorica  mur  aaterior  i  las  de  Rtijas  y  M^d«z,  y  tu 
dictimen  et  mis  di^o  de  credits  en  cste  punto,"  (Tealro  compieto  d* 
Juan  del  Endna,  EdJcion  de  la  R«al  Academia  £$panol»,  cd.  by  Manuel 
Cafieie,  Madrid,  189},  p.  xxxviii.)  Of  these  scton,  however,  we  have  do 
knowledge. 

*^Thai  representations— aecular  as  well  ai  religbus— muat  have  taken 
place  in  Spain  ei  a  period  cansiderably  antedatiog  those  metitioDed  in  the 
text,  is  evinced  by  the  Sifte  PartiJas  of  Alfonso  X.,  which  were  probably 
written  between  ilja  and  1257.  Partida  I,  Tit.  \'I,  Ley  3+,  is  a  Very  ini' 
portani  document  for  the  history  of  the  early  Spanish  drama,  to  which 
attrntion  has  frequently  been  called.  From  it  Schack  hat  drawQ  the 
following  conclusions;  (t)  That  in  the  middle  of  the  thirteenth  century 
religious  as  well  as  secular  representations  were  well  known  ia 
Spain;    (2)  that  tbcy  took  place  as  well  within  as  without  the  churdi; 

(3)  that  they  were  represented  not  only  by  clerics,  but  also  by  laytneo; 

(4)  that  acting  was  followed  as  a  profession  [Er<werbjEv>eig)  •  (jjithat 
the  plays  were  represented  not  only  in  paDtomimr,  but  were  also  apokeii. 
{Geichithtr  dtr  Jramattjchfu  Literalur  uud  Kunst  in  Sp^nitm,  Frtnkfart 
am  Main,  tS$4,  Vol.  1,  p.  1 14.) 

'  Foi  an  account  of  the  origin  of  the  religioui  drama  and  of  the  aitltM 


FESTIVAL  OF  CORPUS  CHRISTI 

defraying  the  expenses  of  the  representations,  which  took 
pUce  on  what  was  called  /a  roca,  which  the  cathedral  books 
)^Sthros  de  fabrica)  describe  as  a  kind  of  platform  (andas) 
carried  by  twelve  men  and  on  which  were  those  persons 
who  represented  Maria,  Jesus,  Saints  Domlntck  and  Fran- 
cis, and  the  four  evangelists.  "There  were,  besides,  six 
angels  and  eight  prophets,  who  were  playing  (tanetido)  ; 
we  do  not  know  whether  they  were  upon  the  roca,  but 
rather  presume  that  they  went  on.  foot  like  the  devils  and 
the  angels  who  came  forth  and  performed  a  sort  of  dance." 
As  early  as  1454,  or  a  hundred  years  before  Lope  de 
Rueda,  Sanchez-Arjona  gives  the  names  of  two  of  these 
performers,  Beatriz  and  Diego  Garcia,  who  were  paid 
twenty-five  maravedis  for  dancing  (que  than  rtllendo).  It 
is  very  Hkely  that  the  persons  engaged  for  these  early 
representations  were  merely  mountebanks  and  strolling 
players;  in  fact,  in  the  same  year  forty  maravedis  were  paid 
by  the  corporation  to  "Juan  Canario,  a  juglar,  and  his 
companion,  who  appeared  on  the  roca,  besides  ten  mara- 
vedis for  coming  to  this  city." 

In  Zaragoza,  in  1414,  on  the  car  or  float  for  the  repre* 
KRtation  which  Don  Enrique  de  Aragon  (generally,  but 
wrongly,  called  the  Marquis  of  Villena)  had  arranged  to 
celebrate  the  nuptials  of  the  King,  Don  Fernando  el  Ho- 
neuOf  there  was  represented  "a  great  castle  with  four 
towers  at  the  sides,  and  in  the  middle  a  higher  one,  with  a 
wheel  in  its  center  which  gave  motion  to  the  whole  device 
{armazon),   and    showed   successively   the   various   alle- 
gorical personages  who  graced  It."  '     These  castles  seemed 

ttntmrntaUf.  Ke,  In  addition  to  the  fifat  volumi;  of  Schack,  GeschichU  dtr 
irtmt^^htn  Liltratur  und  Kuast  in  Spaaiea,  the  intToduclioti  by  Eduardo 
fifiihi  Pcdroso  to  Vol.  jil  of  thr  B'thlistfia  it  Auiorts  Eip&nolts,  and 
hadhet-Arjona,  Anain  del  Teatro  tn  Stvitta,  Seville,  tS^g.  See  also 
W«l(,  Studifn  mur  Gttckichte  der  ifanitchen  und  forlugiesitf/ien  Nati^ttat- 
iflnttmr,  Berlin,  1859,  pp,  556  ff. 

For  as  account  of  ihU  piece  (written  in  Limousin,  not  in  Caitilfan), 
"Iticb  M  SKribed  to  the  Marquis  of  VilUna,  sec  Schick,  Nachirdge,  p.  3, 
Ud  Wotf,  Studifn,  p.  jt}  and  note. 
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to  have  figured  largely  in  these  representations,  for  in 
1454  "one  Pedro  Gonzalez,  the  friend  who  makes  castles," 
was  paid  for  erecting  one  on  the  roca,  which  must  have 
been  a  similar  device  to  the  one  used  by  the  Marquis  of 
Villena.  Despite  the  exalted  purpose  with  which  these  fes- 
tivals were  celebrated,  the  earthly  needs  of  the  performers 
were  not  overlooked,  as  is  evinced  by  an  entry  in  the  books 
of  the  cathedral  of  Seville,  in  which  the  expenses  of  the 
festival  were  kept.  Here  we  find,  among  other  items,  one 
"for  wine  for  the  angels  and  prophets."  ( Sanchez- Arjona, 
p.  4.)  Again,  in  1462,  in  addition  to  the  item  "gloves  for 
Mary,"  nine  maravedis  were  paid  "for  another  pair  of 
gloves,  together  with  a  wound  for  St.  Francis."  In  14971 
besides  an  increased  number  of  personages  on  the  roca^ 
other  innovations  were  made.  Two  reals  were  paid  to 
each  of  six  trumpeters  and  to  a  drummer  and  a  tambourine- 
player.  "A  gilded  sun  was  provided  at  a  cost  of  ten  reals, 
besides  twelve  diadems  for  the  apostles;  keys  for  St.  Peter, 
which  cost  two  reals;  eighteen  little  gilded  lamps  and  two 
hundred  and  thirty  roses  gilded  and  plated  with  leaves  of 
tin  {laia)  to  adorn  the  sky  in  which  is  God  the  Father, 
the  gilding  at  two  maravedis  and  for  the  plating  one 
maravedi."  In  that  year  "Mary  wore  a  gilded  star»  God 
the  Father  a  tiara,  Jesus  Christ  a  diadem,  and  St.  Domi- 
nick  a  lily."  It  is  very  likely,  as  Sanchez-Arjona  remarks, 
that  during  the  fifteenth  century  these  festivals  were  chiefly 
in  charge  of  the  various  guilds,  and  he  adds  that,  to  judge 
by  the  titles  of  these  autos  and  the  notices  of  them  which 
have  been  preserved,  these  representations  with  which  the 
festival  of  Corpus  Chrlsti  was  then  celebrated  "had  no 
direct  relation  to  the  sublime  mystery  which  is  commemo- 
rated on  that  solemn  day,  and  down  to  the  middle  of 
the  sixteenth  century  we  find  no  auto  which  unites  all  the 
distinctive  characteristics  of  the  aulas  sacramentaies."  He 
refers  here  to  the  Farsa  liamada  Danza  de  la  Muerte, 
written  by  Pedraza,  a  native  of  Segovia,  and  cloth-shcarcr 


fTOS  REPRESENTED  BY  GUILDS 

(tundidor)  by  tradcj  and  first  printed  in  1551.*  It  was 
doubtless  represented  in  that  city  by  the  guild  of  tundi- 
dorei,  since  at  that  time  the  cars  for  representation  were 
in  charge  of  the  guilds  and  officers  of  the  city,  who  took 
part  in  the  processions,  preceded  by  a.  standard,  bearing  the 
ensigns  of  the  respective  guilds.  This  was  also  the  case 
in  Seville,  where,  besides  the  care  of  the  cars,  the  well- 
cleaners  had  charge  of  the  decoration  of  the  "tarasca,"  the 
^anapan^i  looked  after  the  "giants,"  and  an  enormous  St. 
Christopher  was  furnished  by  the  glovers,  {/bid,,  p.  8.) 
In  Seville  these  autos  were  represented  at  Corpus  by  the 
van'ous  guilds  and  at  their  expense  until  1554,  when  they 
were  undertaken  by  the  city,  which  also  assumed  all  the 
charges    of    the    representations.^     At    this    time,    says 

*Tbe  ear  lie*!  nuto  bearing  a  definite  date,  that  has  iurvived,  is  Gil  Vj- 

CKMeV  .lula  df  San  Martinho,  ivritteo  and  represerted  in  1504;  "la  roas 

antigaai    entre    quamas    poseen    fecha    autfmica,    de    dramas    castellanoi, 

l»(«biM   para   wjlemnlzar   ta    fiesta    del    Sanct.    Sacramento,"     (Gonzalez 

PwInjMJi  ta  Bibt.  de  AuUrts  Ejpan&U),  Vol.  58,  p.  xvii.)     That  there  is, 

fcowotr,  much  uncertainty  concerning  the  chtonolo^  of  V^ictntc'^  works, 

)i»«  bcCT  ih<7WD  by  Sticfci,  yho  makn  it  apparent  that  the  Auto  Ja  Fama, 

for  inttuKe,  was  written  after  1519  smd  perhaps  not  before  1525,  though 

tkr  date  isio  is  as»igned  to  it.     {Arehiv  fiir  das  Siudium  dfr  neueren 

•meken  <I407>.  p-  ^9^.)     It  should  be  added  that,  while  the  Auto  dt  San 

imkt  waj  represented  at  Corpus  Christi,  it  had  nothing  to  do  with  the 

tied  of  the  doctrine  of  tratisubitaniiation;  and  is  not,  therefore,  alt 

UttamtnlAl.     Fitamaurice-Kelly  say*:  "Hernan   Lopez   de   Yanggas 

>ewi-<tre  le  premier  qui  ait  ^rit  un  %'jritabte  auto  dan»  sa  Farsa  taera- 

mtmtal  nt  taptas   frs30}."     [LiStirature  eipagnole,  Paris,  1904,  p.   174,) 

The  Fsrt*  of  Prdraxa  h  republished  by  Pedroao,  toe,  cit,,  p.  41.     On 

Lopei  d*  Vanauav  »ee  CaSete,  Teatro  fipaHot  del  Sigh  XFI,  Madrid, 

IM5.  pp.  61  ff. 

■fW  nttPOKTipt  collection  of  Autot,  Fariaf,  etc,  of  the  Bibliotcca  Na- 
doiwt,  10  which  reference  is  made  by  writers  upon  this  subject,  has  been 
pwfcliilWd  by  Rouanet,  tinder  the  title  Celfceien  de  Aulas,  Farsai  y  Collo- 
fww  dftSigh  Xyi.  Madrid,  1901,  in  four  volumes.  It  consists  of  ninery-six 
picui.  The  editor  say* :  "Les  diverses  compositions  du  rccueil  pourraient  te 
dtrurr  en  troii  clai«es:  l"  «ujets  cmpruntci  1  la  Bible  (Ancicn  ct  Nouveau 
TnuiBeaf  );  s«tujet*pr!9  dans  ta  I  jgende  ou  la  vie  dcs  saint*.  Les  unset  les 
aHii<n  ppncin  \t  nom  A*suttit.  %o  Sujets  alligoriques,  design^i  sous  le  nom 
de  fsTMt.  II  ett  k  noter  id  que,  vers  la  fin  du  XVI*  ou  le  commencement 
^B  XVII*  lijkle,  le  mot  auto  n'^stt  Pequivalent  ni  d*du/0  tacramfntal,  ni 
^^^pMt  ml  satimifitto,  tt  at  R'appHquait  pas  exclusiveinent  aux  representa- 
^^^Mt  CB  l^onneur  de  TEucharistie  ou  de  la  Nativity,  mais  i  totite  auvre 
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Sanchez-Arjona,  it  was  the  custom  to  place  the  Holy  Sac- 
rament in  the  middle  of  the  principal  chapel  in  the  church, 
and  the  town  council  and  cathedral  chapter  having  occu- 
pied the  stage  or  platform  {tablado),  placed  between  the 
two  choirs,  the  representation  of  the  auto  took  place,  after 
which  divine  service  was  held.  The  mass  and  sermon  i)e- 
ing  concluded,  the  dances  were  presented  in  the  same  place 
in  which  the  auto  had  been  given,  and  there  they  remained 
dancing  before  the  Holy  Sacrament  until  ev*cning,  when 
the  procession,  of  which  they  formed  a  part,  emerged  from 
the  church,  {ibid.,  p.  9.)  Meanwhile  the  deputies  ap- 
pointed by  the  city  to  take  charge  of  the  festival  assigned 
the  places  where  the  representations  were  to  take  place, 
and  once  designated,  fixed  the  arms  of  the  city  over 
them,  so  that,  the  representations  within  the  cathedral  and 
before  the  chapters  being  concluded,  the  players  might  go 
in  their  "cars"  to  perform  the  auios  in  all  the  places  indi- 


pratotype  dv%  »uUi  iacramrwtaUj  tell  qu'on  1m  eoo^t  plui  card,  c'cst 
parmi  les  farsas  qu'oii  If  trouveralt.  Le%  aut«j,  lu  cofitratre,  y  apparaii- 
»ent  coinnic  une  forme  cneofd  rudimrbtaire  de»  comeJiaj  JiviHat"  (ttiid., 
p.  I.}  Forty  ye»r»  before.  Wolf,  in  tpx-iklag  of  iliit  same  collection,  had 
■aid  that  from  their  nature  these  pieces  must  have  beea  repretented  outside 
the  church,  and  that  in  the  fartrnt  facrmmtittaltt  the  special,  allegor^ 
leal  form  of  the  auta  sttcramtntai  is  already  found  developed,  while  the 
pieced  which  id  this  collection  are  called  atitos  mostly  treat  of  the  lives  t>f 
heroes  of  the  Old  and  New  TeMamcnti,  of  saints,  etc,  and  may  be  ooo- 
sidered  the  forerunner*  of  the  so-calted  comtiiiuM  dtvinaf.  "More- 
ovvT,"  he  says,  "it  may  be  confidently  asiened  that  the  ancient  religious 
drama  in  Spain  was  divided,  a*  in  France  and  England,  into  two  prin- 
cipal classes:  hiitorictl  representatioiis  of  sacred  history  (Mysteries  or 
Miracle-phys)  and  moral- allegorical  pieces  (Moralities).  From  the 
farmer  the  tamfdioi  divimat  were  afterward  developed,  and  from  the  latter 
the  autoi  (in  the  significaiion  which  was  sfterward  exclusively  coa- 
fined  to  this  name)."  {Studifit  aur  Gfithiekte  dir  spamtthtn  unj 
poiiugieihthtH  NattoitalUltralur,  Berlin,  1859,  p,  60a,  quoting  Schacit, 
Vol.  I,  p.  »4J.)  A  piece  similar  to  those  contained  in  the  collection 
edited  by  Rouanet,  and  which,  moreover,  hears  a  definite  date,  was 
written  by  Sebastian  de  Horoico  of  Toledo,  and  is  printed  in  bit 
CaatiaKero,  Seville,  1874,  p.  14*-  I*  '*  entitled  "Representadon  de  Is 
Parabola  de  Sant  Mateo  i  los  veinte  Capltuloi  de  su  sagrado  Evan^celio; 
la  qual  *e  hiio  y  represento  en  Toledo  en  la  Fiesta  del  Sanctissimo  Sacra- 
mento por  la  Santa  Iglesia.  Alio  de  i$*8  afios."  It  also  begins  with  aa 
*'Argumenio"  or  frefaaa,  as. the  author  calls  it. 
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cated  by  the  arms  of  the  city.  (Ibid.)  So  the  procession 
moved  from  street  to  street  and  received  the  name,  In 
popular  phrase,  of  the  "Festival  of  the  Cars"— La  Fiesta 
de  los  Carros.^  Toward  the  close  of  the  sixteenth  cen- 
tury the  auto  received  a  new  and  powerful  impulse 
through  Lope  de  Vega,  seconded  by  other  writers;  an 
impulse  that  was  epoch-making  in  the  annals  of  this 
species  of  composition,  which  developed  in  regularity 
and  brilliancy,  at  the  cost,  perhaps,  as  Sr.  Sanchez- 
Arjona  says,  of  Its  former  tenderness  and  simplicity, 
and  putting  an  end  to  the  autos  viejos,  works  of  tran- 
sition between  the  farces  of  the  fifteenth  and  early 
sixteenth  centuries  and  the  eucharistic  representations  of 
the  seventeenth  century,  in  which  they  constituted  one  of 
the  richest  and  most  varied  manifestations  of  the  dramatic 
muse." 

ThrcKighout  the  seventeenth  century  the  autos  sacra- 
mentales  were  represented  publicly  in  the  streets  of  Spain,* 
the  performances  moving  from  place  to  place,  as  directed 
by  the  authorities  of  the  cities,  under  whose  auspices  and 
at  whose  expense  they  were  given.  And  it  is  in  Benavente, 
in  1554,  that  we  first  hear  of  Lope  de  Rueda,  when  he 
represented  an  auto  in  that  city.  Lope  de  Rueda  is  the  * 
earliest  autor  de  comedias  (head  of  a  company  of  players) 
in  Spain  of  whom  we  have  any  knowledge.  His  is  a 
famous  name  in  the  annals  of  the  Spanish  theater,  of  which 
be  was  one  of  the  founders.  Indeed,  his  great  successor, 
Lope  de  Vega,  frequently  alludes  to  his  illustrious  name* 
sake  as  the  first  to  bring  the  comedia,  as  it  was  afterward 
known,  upon  the  public  stage.  To  Lope  de  Rueda  the 
name  autor  was  rightly  applied;  he  was  an  author  as 
well  at  actor  and  wrote  the  farces  and  comedies  which 
he  and  hts  little  company  performed  in  the  public  squares. 

*Ticluwr,  History  of  Spaniik  Literature,  Boston,  iSBg,  Vol.  II,  pp.  291  ff. 

*Saifehrx-Af  jona,  Anaiti,  p.  $. 

*  For  the  rrpm«maiioQ  of  autos  in  the  theaters,  «ee  below,  Chapter  XIV. 
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£nrx  IE  SpnTtf-  prnaaarr  jr  tair  Ksmd  drridr  of  the 
*:x.rgii."i;  irir.u  >.  iie  sr  xtk  fzilupvcc  :^  zrade  of  a  g^d- 
beaczr.  Tikc  niiTiim'  ni«i'uriirir.A:5  ncozr  ifatxiiii^  him 
j»  pf  txc  TTzr  :55x.  »aeu.  as  txk  gytnx  be  icpresented 
ar  Moct  tc  Baarrrsrx  ir  nnmrr  of  Hn^  the  Second,  on 
iBt  "pfVkM^  licuugli  till'  s^rx  OK  XBS  'var  to  Englaiid.* 
Oc  An^nc  15*  '55^  '^'^  mc  ^nr  in  ^cpona  pulunning 
3ms  fMJZzss  rr-sTAc  sr  taie  arjirarioM  of  ibe  aev  catfae- 
drx]  of  tiEET  drr.=  Is  1559  ics  ^mmiiw  represented 
tvo  Mxxos  ar  SerEDc.  £.'  ffr^D  ^o£*o  aad  SmcmUmr- 
m>e',o^  zsf  dx  iahi-  uiTif.ic  arrr.3  A;?!n!  29,  1559.  is  sdll 
psTserred  is  die  Ardrres  of  SrriDc^  ia  vlnch  Joan  de 
CoroDado.  die  ms^aripm-:  of  die  zcacs  aad  propoties  of 
die  diT.  b  iTKiniu-vVtJ  to  par  xo  Lcpe  de  Raeda,  **residiiig 
in  diis  CST.  fornr  dnr»3>  as  amnmr  of  nmuti  ducats,* 
viudi  he  is  to  recchr  for  tvo  rRresenrxacBS.  to  be  given 
on  two  cars  {cgrr^s^^.  vch  cenaia  ignres.  on  Coqnis 
Cfarud :  tbe  ooe  Ss^'Mlrsrmrlc',  the  ocber  El  Uifo  proMfo, 
Trhh  an  tiie  commies  of  sEIk  aad  ocher  tfah^  that  may  be 
ceccssaiy."  ere.    Arracbed  is  tiie  reocpt  of  Lope  de  Rueda, 

'The  MX  Miw  af  Lepe  it  1bae6»  ami  kat  wacb  s  »  he  faond  in 
C«arc3D  t  S>lan.  Ltfe  it  tlatit  y  tC  Ttta*  Esfmml  dg  sm  Tump*. 
Mscrid.  i«ci.  and  tm  ste  sudc  m.Ms'*  JKrvdncaiB  »  ite  Oirms  de  L^pe 
d*  MMfds.'piA'jaii^  K  tJfee  Sf«nk  Atiiliui.  Madi>l  lyoC.  a  toIs.  See 
ah»  Coftn.  L'n  F.ii^t  £t  Lthr  se  Jt%rd*.  Madrid,  x^c^i.  aad  oa  tW  aotuces 
ml  Rseda's  pla^x  the  exce^leH  anir>  m£  ViiKKtmi*  Anhor  1.  Sricfel,  L»fe 
d*  MmmJm  mxd  dss  lU^rBJzhe  LMJttfirl,  c  tlK  ItxtniriH  fmr  Rmmmmucke 
rkiI*l»gu.\ol.XV. 

***A  la  tarde,  celcbradat  mIcbcs  Ti«{«ns  cs  «■  teano  que  eatSTa 
catre  lo*  ooros.  .  .  .  Locgs  la  conpaiia  de  L^pe  de  Raeda.  faaoas  oome- 
dxaace  de  a<;cclla  cdadL  i>.y;tjm.>  cna  pjWM*  cbml dia."  (Diego  de 
Cohnenam.  HisUrtM  de  Segtvi*,  Madrid.  i%%a  Cap.  XLI.  p.  5i(.) 

'This  «mf*  is  sftll  cxta«  and  has  beta  pvbkislKd  by  Rouanet  in  the 
C*Utd»m  de  Amfs,  FmrsMt  j  C*/«^«f  dei  Sigi*  Xri.  Vol.  II.  Madrid- 
Bareelooa,  1901.  In  the  introduaioa  to  Vol.  I  .p.  xii^.  M.  Kouanet  says: 
"Xe.  LIX,  V.lmtt  de  .V«c«/  y  JHgmit  en  preraoaeat  celoi  que  Lope  de 
Roeda  oomposa  en  i$$9  pour  la  Fcte-Dieu  de  Serille.** 

*  For  tome  jears  after  this  seTtnt*  ducats  seem*  to  have  been  the  usual 
price  for  an  mat:  In  Mar.  isSo.  *r>witi  durats  each  were  paid  for  the 
0mUi  td  that  year  br  the  chapter  of  ToMo.  Alooso  Rodrigoes  rcoeiring 
210  docats  for  diree  mmfM  and  Mekhor  de  Hetren  140  ducats  for  two 
aut0$.    {Vim  F»uor,  Bmllettm  Hupmmipte  (1906),  p.  jU) 
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MARIANA  AND  THE  DUKE 

dated  May  9,  1559,  acknowledging  the  payment  of  forty 
ducats,  and  signed  by  his  own  hand.^ 

The  court  having  moved  from  ValladoUd  to  Madrid,  fv     /^ 
ffc  find  Lope  de  Rucda  in  the  latter  city  on  September  24, 1  "ySj 
1561,  married  to  a  Valencian  woman.    After  a  short  stay  * 
in  Madrid,  in  which  his  company  seems  to  have  been  very 
unfortunate— for  he  was  obliged  to  leave  part  of  his  theat- 
rical wardrobe  in  pawn  for  a  debt — he  left  for  Valencia, 
whence  he  returned  to  Seville,  where,  on  July  18,  1564, 
Juana  Luisa,  "daughter  of  Lope  de  Rueda  and  his  wife 
Rafaela  Amcela,"  was  baptized.*  * 

A  very  curious  document,'  which  throws  an  interesting 
light  upon  the  early  theatrical  career  of  Lope  de  Rueda,  is 
a  lawsuit  brought  by  "Lope  de  Rueda  and  Mariana  de 
Rueda,  his  wife,"  on  July  6,  1554,  in  ValladoUd,  against 
Joan  de  la  Cerda,  the  heir  and  successor  of  Don  Gaston  de 
la  Cerda,  Duke  of  Medlnaceli,  for  services  rendered  by 
the  wife  to  the  latter.  It  appears  that  about  the  year 
1546,  two  women,  who  earned  their  living  by  singing  and 
dandng,  arrived  from  Aragon  in  the  town  of  Cogolludo, 
where  Don  Gaston  was  residing.  The  Duke  was  so  pleased 
with  one  of  these  singers  that  he  admitted  her  to  his  ser- 
vice. She  was  called  Mariana,  and  we  are  told  that  she 
fulfilled  with  extreme  solicitude  her  duty  of  amusing  the 
Duke.  She  remained  in  his  service  six  years,  "dedicating 
herself  exclusively  to  furnishing  him  with  recreation,  sing- 
ing and  dancing  in  his  presence  whenever  it  suited  his 
caprice,  and  giving  him  always  grande  placer  e  contenta- 
mUmto.*'  Mariana  seems  to  have  been  an  excellent  singer 
sod  dancer,  and,  according  to  the  testimony  of  one  of  the 
witneste*,  *Vj  gn  extremo  unica  e  sola  en  lo  que  kace"  At 
alt  events,  she  greatly  pleased  the  old  Duke,  "who  ad- 
mitted her  to  his  chamber,  le  daba  de  comer  en  sit  propio 

*  Sanchc^-Arjoni,  Analet^  p.  ir. 

'Cotareto,  Lape  de  Rufda,  p.  jg,  note. 

"  Sec  Corti*,  Un  Pinto  de  Lopt  dt  Rueda,  Madrid,  1903. 
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plalo,  and  lavished  gold  and  silver  upon  her,  and  in  his 
solicitude  not  to  be  separated  from  her,  he  used  to  take 
her  with  him  on  his  hunting  parties.*'  In  order  the  better 
to  accompany  the  Duke,  "now  on  foot  and  now  on  horse," 
NIariana  had  her  locks  shorn  and  dressed  in  male  atttre. 
While  her  position,  in  the  circumstances,  might  be  re- 
garded as  rather  equivocal,  it  should  be  added  that  one  of 
the  witnesses  "affirmed  under  oath,  and  insisted  upon  it, 
that  Mariana  tried  to  please  the  Duke  and  to  serve  him 
in  all  that  she  could  como  muger  konrada."  It  appears  that 
the  old  Duke  died  owing  Mariana  considerable  money, 
and  sometime  after  her  marriage  to  Lope  de  Rueda  she 
determined  to  sue  for  the  amount  due  her.  The  testimony 
at  the  trial  shows  that  when  suit  was  brought  ( 1554)  she 
had  been  married  to  Lope  de  Rueda  for  about  two  years. 
As  Mariana  entered  the  Duke's  service  in  1546  and  re- 
mained six  years,  she  must  have  married  Lope  de  Rueda 
directly  after  she  left  the  Duke.  This  lawsuit  lasted  from 
July,  1554,  until  March,  l5S7i  during  which  time  Lope 
de  Rueda  was  living  with  his  wife,  Mariana,  in  Valladolid. 
.The  testimony  of  some  of  the  witnesses  in  this  case  af- 
fords a  glimpse  of  Lope  de  Rueda's  company  at  this  time. 
The  first  witness  was  Pedro  de  Montiel,  "a  silk-spinner 
{k'tlador  de  sieda}^  being  in  this  court  [Valladolid]  and 
a  member  of  the  company  of  Lope  de  Rueda."  Another 
witness  was  Caspar  Diez,  musico,  who  testified  that 
"whenever  the  said  Lope  de  Rueda  represents  a  comedy, 
he  calls  him  and  pays  him  [the  witness]  well  for  playing 
the  biguela  in  the  said  comedy,"  etc.  Francisco  de  la 
Vega,  fltM5(Vo  c  /<iH^</or  of  Valladolid,  and  AlonsoCentino, 
danzante,  also  testified,  the  latter  saying  that  he  was  not  in 
Rueda's  company  because  he  [the  witness]  was  married. 

It  appears,  therefore,  that  Lope  de  Rueda  was  twice 
married,  first  in  1552  to  Mariana,  a  strolling  singer  and 
dancer,  and  sometime  in  1 563  or  earlier  to  Raf  aela  Anxela. 
Two  years  before  this,  in  1561,  he  is  said  to  have  rcpre' 


TORRES  NAHARRO 

scnted  the  autos  at  Corpus  in  Toledo,  and  on  October  4 
and  November  28,  1561,  he  recdved  one  hundred  reals 

■  each  for  two  comedias  acted  at  the  instance  of  the  Queen, 
Dona  Isabel  de  la  Paz.'     He  died  at  Cordoba  shortly 

_    after  March  21,  1565,  the  date  of  his  testament.^ 

I  To  Bartoleme  dc  Torres  Naharro  and  Lope  de  Rueda 
belongs  the  singular  honor  of  having  been  the  "first  in- 
ventors" of  the  comedia  in  Spain ;  Torres  Naharro  was  the 
first  Spaniard  to  write  comedias  in  the  manner  in  which 

I  they  were  afterward  taken  up  and  brought  to  the  highest 
development  of  artistic  form  by  Lope  de  Vega.'  His 
comedias  arc  in  verse,  while  Rueda' s  are  in  prose.  Na- 
harro has  been  strangely  overlooked  by  those  early  Spanish 

\  writers  who  touch  upon  the  drama.  Juan  de  la  Cueva 
docs  not  mention  him,  nor  does  Agustin  de  Rojas.  Cer- 
vantes notes  him  briefly  in  the  "Canto  de  Caliope'*  in  his 

1  Galatea,  as  does  Lope  de  Vega  in  the  dedication  of  his 
comedia  Firtud,  Pobreza  y  Muger,  in  1624,  where  he 
jays:  "In  Spain  the  rules  of  art  are  disregarded;  not 
through  ignorance— for  the  first  inventors  [of  the  comedia 
in  Spain],  Rueda  and  Naharro,  who  have  scarcely  been 
dead  eighty  years,  observed  them— but  through  following 


10^ 


I 


relo,  tope  di  Rutda,  p.  37,  note. 

^T^.,  p.  19- 

moM  djitincuished  of  living  critics  of  tlie^  Spanish  drama,  Sr^ 
y  Prl«yo,  says  this  of  our  author:  "Bartolome  de  Torres  Na- 
Uerior  i  atro*  contcmporjineos  tuyos  ert  dotes  poiticsi,  habia  nacido 
4e  leatro,  y  en  esta  parte  les  aventaja  i  xadoi.  Compirenw  aut 
m  mamo  inmediaiatnente  las  precedtd  en  nuestra  esc«na:  cod  laf  ^ 
farftat  y  repreKntacionet  de  Juan  del  Enzina  (sin  excluir  las  utri- 
■■■  y  ntn  complicadas)  ;  con  Ian  de  Lucas  Fcrniindez,  FraticiKo  de  Ma- 
4M,  tntgfi  de  Avita  y  Martin  dc  Hcrrera;  y  aun  Con  todo  lo  que  Gil 
Viaoifev  ttmpvuo  antn  de  la  Comedia  del  Viudo,  que  es  de  1514,  apaso 
■Anda  jm  por  lo»  eusayoi  de  aursiro  autorr  y  noi  pareceri  que  entrantot 
ia  in  iJMilo  nuevo,  y  que  fu£  uq  paio  de  gigante  el  tjue  Torres  Naharro , 
Si  *m  *l  camino  de  la  buena  comedta"  (p.  Ixxxviii),  A^ain:  "Camplic^ 
lie  la  tratna,  en  rres  por  lo  menos  de  siii  piczas;  atendicS  por 
vr>  at  etiudia  dc  Eat  coitumbtc^,  y  ti  no  Ifego  A  la  comedia  de 
lui  por  lo  Rieno*  el  fundador  de  la  comedia  de  intriga" 
{^  vcati).  ( Imroduction  to  the  Profatadia  of  Torre*  Naharro,  Vol.  II, 
Madrid,  1900.) 


\ 


14 


THE  SPANISH  STAGE 


-^ 


the  bad  style  introduced  by  those  who  succeeded  them," 
Juan  de  Timoneda,  as  Schack  has  observed,  is  the  earliest 
Spanish  writer  to  couple  the  names  of  Torres  Naharro  and 
Lope  de  Rueda  as  the  founders  of  the  Spanish  drama,  call- 
ing attention  to  the  fact  that  the  works  of  Torres  Naharro 
are  in  verse,  while  the  comedies  of  Lope  de  Rueda  are  in 
prose.' 

(Lope  de  Rueda's  historic  importance  lies  in  his  in> 
vention  of  the  pas'o — a  dramatic  interlude  turning  on 
some  simple  episode:  a  quarrel  between  Torubio  and 
his  wife  Agueda  concerning  the  price  of  olives  not  yet 
planted,  an  invitation  to  dinner  from  the  penniless  licen- 
tiate Xaquima,  etc.  Mr,  Fitzmauricc- Kelly,  in  his  brief  but 
admirable  summary  of  Rueda's  achievement,  says;  *'Rueda 
had  clearly  read  the  CeUst'tna  to  his  profit;  and  his  prose, 
with  its  archaic  savor,  is  of  great  purity  and  power.  .  .  . 
Considerable  as  were  Rueda's  positive  qualities  of  gay 
wit  and  inventive  resource,  his  highest  merit  lies  in  this, 
that  he  laid  the  foundation  stone  of  the  actual  Spanish 
theater,  and  that  his  dramatic  system  became  a  capital 
factor  in  his  people's  intellectual  history,"^  And  Sr. 
Menendez  y  Pelayo  says:  "The  positive  and  eminent  merit 
of  Lope  de  Rueda  is  not  in  his  dramatic  conception,  nearly 
always  foreign,  but  in  the  art  of  the  dialogue,  which  is  a 
treasure  of  popular  diction,  picturesque  and  seasoned  as 
well  in  his  pasos  and  coloquios  suellos  as  in  those  which  can 
be  culled  from  his  comedias.  This  episodical  part  is  really 
the  very  essence  of  them.    This  is  what  Cervantes  admired 

'The  works  of  Lope  de  Rueda,  which  Tinioneda  began  to  publish  it 
Valencia  in  1567,  are  now  accessible  in  the  twa  voluntM  edit«d  by  the 
Mirqu^s  de  la  Fucnaaota  del  Vallc  tn  the  CtUccion  de  Lihrot  Espanatti 
rsrof  i  curiotot,  Madrid,  1895-96,  and  in  tht  new  edition  of  the  Spanith 
Academy,  ju«  inued  in  two  volumes  (Madrid,  1908),  edited  by  Etntlio 
Coiarclo.  Far  the  above  allusion,  see  the  edition  of  1895,  Vol.  I,  p, 
15).  The  PrppataJia  of  Torret  Naharro  haa  alw  been  reprinted,  with  so 
excellent  introductory  esuy  by  Menindez  y  Pelayo,  in  two  volumes,  in  the 
Liiros  de  .4nlano,  Madrid,  tS8o  and  1:900;  the  second  rolume  containing 
the  introductory  essay. 

'  Hittory  of  Spasiih  Literature,  New  Yorlt,  1898,  p.  169. 
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and  in  part  imitated  not  only  in  his  entremeses  but  also  in 
the  picturesque  portion  of  his  novels."  ^ 
Of  Lope  de  Rueda,  Rojas  says : 

"DIgo  que  Lope  de  Rueda, 
Gnun'oso  representante, 

Y  en  su  tiempo  gran  poeta, 
Empego  k  poner  la  farsa 
En  buen  uso  y  orden  buena, 
Porque  la  repartio  en  actos, 
Haziendo  introito  en  ella 
Que  agora  Uamamos  loa,"  etc. 

{Viage  entretenido  (ed.  1603),  p.  123.) 

As  Pellicer  had  already  observed,'  Rojas  does  not  seem  f 
to  have  been  acquainted  with  the  Propaladia  of  Torres  |       ^ 
Naharro,   first  published  at   Naples  in   15 17,   since  he  I  *>AA 
ascribes  the  introduction  of  the  introito  or  argumento  to  \ 
Rueda,  though  it  had  been  used  by  Naharro  nearly  half  J 
a  century  before.     Nor  is  Rojas  correct  in  saying  that 
Rueda  divided  his  farsas  into  acts.    The  only  division  of 
his  plays  is  into  scenes.     Canete  calls  Naharro  "padre  y 
fundador  de  la  comedia  espaiiola."^ 

Of  the  plays  of  Naharro  numerous  editions  appeared 
after  the  first  one  at  Naples:  at  Seville  in  1520,  1526, 
1533,  and  1545;  one  at  Toledo  in  1535,  and  one  at  Ant- 
werp without  date,  but  probably  about  1550.  According 
to  Mencndez  y  Pelayo,*  the  Propaladia  was  first  placed 
upon  the  Index  Expurgatorius  in  1559,  and  an  edicion 
castigada  was  issued  at  Madrid  in  1573,  one  at  Antwerp 

'  Introduction  to  his  edition  of  the  Comediat  de  Alonso  de  la  Vega,  Dres- 
den, 190S,  p.  xiv.  He  sa)rs  further :  "Lope  de  Rueda,  con  verdadero  instinto 
de  hombre  de  teatro  y  de  observador  realista  transport6  k  las  tablas  el 
dpo  de  la  prosa  de  la  CelesAna,  pero  aligerindole  mucho  de  su  opulenta 
fraadoaidad,  haciendole  mat  ripido  t  incisivo,  con  toda  la  diferencia  que 
ra  del  libro  i  la  escena." 

'  Tratado  hittorieo  sobre  el  Origen  y  Progresot  de  la  Comedia  y  del 
Hitiriomtmo  en  Etfana,  Madrid,  1804,  Vol.  I,  p.  %%. 

*  El  Teatro  etfanol  del  Siglo  XVI,  p.  ti2. 

*  Propaladia,  Madrid,  1900,  Vol.  II,  p.  Ixxv. 


i6 


THE  SPANISH  STAGE 


in  the  same  year,  and  again  at  Madrid  in  1590,  though, 
according  to  the  same  distinguished  critic,  other  editions, 
unexpurgated,  were  published  between  1559  and  1573. 
This  list  of  editions  evinces  considerable  vogue  for  the 
Propaladia,  though  its  influence  on  the  Spanish  drama  at 
this  period  does  not  seem  to  have  been  proportionate. 
Still,  those  who  are  most  competent  to  give  an  opinion  in 
the  matter  declare  that  Naharro's  influence  was  wide  and 
Inimediate.^ 

However  this  may  be,  it  was  in  the  plays  of  Naharro 

and  Rueda  that  Lope  de  Vega,  with  the  eye  of  genius. 

saw  the  coming  comedia,  and  in  them  it  had  its  beginnings, 

as  he  himself  tells  us.    Hence  the  career  of  Lope  de  Rueda, 

who  was  both  actor  and  playwright,  is  of  especial  interest 

to  us.     Cervantes,  born  in  1547,  is  the  most  important 

witness  we  have  among  Spanish  poets  concerning  Lope  de 

Rueda.    He  saw  him  in  the  flesh.    We  can  imagine  Cer- 

'   ^  vantes  as  a  boy  of  ten  or  twelve  standing  In  the  square  of 

^^k  Valla dol id  gazing  with  unfeigned  delight  at  the  somewhat 

F'trude  and  boisterous  farces  enacted,  with  due  accompam* 

ment  of  horse-play,  doubtless,  by  Lope  de  Rueda  and  his 

little  company  of  strolling  players.'    They  made  an  endur- 

^  Propaladia,  Vol,  II,  pp.  cxiv  et  seg,;  Schaclc,  Geschlchte  der  dramaii- 
ttken  L'tleratuT  und  Kuntt  in  Spanhn,  Frankfurt  am  Main,  1854,  VoL  I, 
pp.  194  flf, ;  Cafictc,  El  Ttairo  etpanal  del  Siglo  Xt'l,  Madrid,  1885,  p-  »o*; 
Ticknor,  Hiitory  of  Spanish  Ltieraiurr,  Boston,  t%t%.  Vol.  I,  p.  209;  Vol.11, 
p.  J4..  As  long  ago  «i  174.9  Bias  Nasarre  »aid  of  our  author:  "Pero  Bsnolomi 
dc  Torres  Naharro,  que  floreciii  por  cl  mismo  ticmpo  dehaxo  del  Pontificado 
de  Leon  X,  debe  ser  trnido  por  el  primero  que  did  forma  i  las  Comedtm  wi!- 
gares;  las  suyas  %t  rrpreaentaron  en  Roma,"  etc.  (Comfdias  y  Bntrtmtttt 
de  Miguri  de  C^rvanifs,  Madrid,  174.9.)  A  list  of  pieces  which  -vveft  pribied 
in  the  first  half  of  the  «ixteenth  century,  containing  several  not  men- 
cioned  by  any  writer  on  the  Spanish  drama,  has  been  ptiblished  by  Emilio 
Cotarelo  y  Mori,  Catdhgo  de  Obrat  dramaticat  impresat  pero  no  tonacidas 
hatta  el  pretfttte,  Madrid,  190a.  See  also  Anates  de  ia  Literatura  eipanoitt, 
ed.  Bonilla  y  San  Martin,  Madrid,  1904,  p.  3]£.  A  lotig  list  of  sixteenth- 
century  pieces  had  been  given  many  yean  ago  by  Gayangos  in  his  Spanish 
translation  of  Ticknor,  Vol.  Il,  pp.  523-550.  Sec  also  Caiictc,  El  Teettr» 
etpattot  del  Siglo  XVI,  pp.  55  ff. 

'Lope  de  Rueda  evidently  gave  a  performance  whenever  an  audience 
could  be  collected,  boUi  in  the  inoniing  and  afteraoon,  for  st  the  close  of 
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"impression  on  his  boyish  mind.  From  that  time  forth 
was  in  the  thrall  of  the  stage,  and  never  afterward, 
through  all  his  long  and  checkered  career,  even  when  in 
his  generous,  valiant  optimism  he  must  have  acknowledged 
that  his  plays  were  failures,  was  he  able  to  shake  off  en- 
tirely the  spell  of  the  theater.  After  the  lapse  of  more 
than  half  a  century,  in  the  prologue  to  the  volume  of  his 
Comedias  (1615),  the  old  hero  of  Lepanto,  whose  name 
was  now  the  greatest  in  all  the  literature  of  Spain,  falls 
into  one  of  his  delightfully  reminiscent  moods  and  gives 
us  an  animated  description  of  the  primitive  performances 
of  Lope  de  Rueda's  little  band  of  strollers.  The  account 
is  now  much  worn  by  constant  usage,  but  Cervantes  is  the 

I  only  eye-witness  who  has  left  anything  on  paper,  and  his 
narrative  must  serve  once  more  here. 
: 
aji 
* 


» 


In  the  time  of  this  celebrated  Spaniard  [Lope  de  Rueda]  all  the 
properties  of  a  theatrical  manager  were  contained  in  s.%wcV{costal)i 
ml  consisted  of  four  white  pelices  trimmed  with  gilded  leather, 
ajul  four  beards  and  wigs,  with  four  staffs,  more  or  less.  The  plays 
were  colloquies  or  eclogues  between  two  or  three  shepherds  and  a 
dlrephcfde^f.  They  were  set  off  by  two  or  three  entremeses,  cither 
dM  of  the  "Negress."  the  "Ruffian,"  the  "Fool,"  or  the  "Bis- 
C^rvt/'  for  these  four  charaicters  and  many  others  the  said  Lope 
acted  with  the  greatest  skill  and  propriety  that  one  can  imagine. 
At  that  time  there  were  no  tramoyas  (theatrical  machinery)  nor 
cliaUeicn  of  Moors  or  Christians  either  afoot  or  on  horse.  There 
were  no  figures  which  arose  or  seemed  to  arise  from  the  center  of 
the  earth  through  the  hollow  of  the  stage,  which  at  that  time  con- 
Mtetl  of  four  benches  arranged  in  a  square,  with  four  or  five  boards 
•poa  thrro,  raised  about  four  spans  from  the  ground,  nor  did  clouds 
with  an^is  or  souls  descend  from  the  skies.  The  furnishings 
(sJorno)  of  the  stage  were  an  old  woolen  blanket  drawn  by  two 
from  one  side  to  the  other,  which  formed  what  is  called  a 
room  {vesiuario) ,  behind  which  were  the  musicians,  sing- 

tmfrmia  he  invitei  his  audience  "only  ti»  go  atid  eat  their  dinn*fs  and 

jro  to  ttie  t(]uare,  if  they  wish  to  see  a  traitor  beheaded,  a  loyal  man 

(Oirsi  de  Lefe  de  Rueda.  Madrid,  1S96,  Vol.  I.  p.  88.) 


^ 
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tug  some  old  ballad  without  the  afxompantment  of  a  guitar.  .  .  . 
Lope  de  Rueda  W3s  succeeded  by  Nibarro,  a  native  of  Toledo,' 
famous  as  an  impersonator  of  the  cowardly  ruffian ;  he  improved 
wmcwhat  the  setting  of  the  comedia  {tevajito  al^un  tanto  mm  el 
atiarno  de  las  Comedim),  and  instead  of  a  bag  for  the  costumes 
used  chests  and  trunks.  He  brought  the  musicians  from  behind  the 
^  curtain,  where  they  formerly  sang,  out  upon  the  stage,  removed 
the  beards  of  the  playxrs,  for  up  to  that  time  no  actor  appeared  upon 
the  stage  without  a  false  beard,  .  .  ,  except  those  who  represented 
old  men  or  other  characters  which  required  a  facial  disguise.  He 
invented  stage  machinery  (tramoyas) ,  thunder  and  lightning,  chal- 
lenges and  battles,  but  these  never  reached  the  excellence  which  we 
see  now,  etc 

Continuing,  Cervantes  mentions  his  own  plays,  Los 
Tratos  de  Argei,  La  Destruycion  de  Numancia,  and  La 
Batalla  NaUal,  which  were  then  seen  in  the  theaters  of 
Madrid,  and  speaks  of  the  innovations  introduced  by  him, 
such  as  reducing  the  comedias  from  five  acts  to  three; 
representing  for  the  first  time  upon  the  boards  the  "imag- 
inations and  hidden  thoughts  of  the  soul  and  moral  abstrac- 
tions," etc. 

All  this  is  very  interesting,  but  the  accuracy  of  Cer- 
vantes's  statements  has  been  questioned  because  they 
apparently  do  not  agree  with  facts  that  are  known  from 
other  sources.^  There  can  be  no  doubt  that  Cervantes  is 
mistaken  when  he  says  that  he  first  reduced  the  comedia 
from  five  acts  to  three.    This  had  been  done  by  Francisco 

'  of  thJi  Autar,  Ptdro  Nabirro,  one  play  iurvivc*,  La  Margttesa  Saluxia, 
llmmoAa  Gtittlda,  a  drama  in  four  act*  In  vcrw.  Froni  ■  uDiquc  copy, 
dated  1603,  Dr.  C.  B.  Boufland  has  reprinted  it  in  the  Rtvat  ftiifiamfue 

(1905). 

'Juan  Rufos  aoocher  eye-witness  of  the  performances  of  Rueda,  cor- 
robaram  the  teatinnony  of  Cervantes  as  regards  the  rudetrcis  of  the  ctaBC  at 
that  lime.  Id  hit  Seiitjentas  Apettgmat.  y  atras  «bras  rir  vtrio  (Toledo^ 
i5$^K  fol'  >^^  ^t  l>c  says: 

"Quien  vid,  apeoas  ha  treinta  ajiof, 
de  Ui  farsas  la  pobren, 
de  su  estilo  la  mdeta, 
J  sus  ma*  que  hunaitdet  panos." 


PRAGMATIC  A  OF  CARLOS  V. 


I 

I 


19 


dc  Avendafio  as  early  as  1553-  Besides,  Schack  cites  a 
rescript  promulgated  by  Charles  V.  in  1534  against  ex- 
travagance in  dress,  * 'which  is  to  extend  likewise  to  players 
—men  and  women— musicians  and  other  persons  who  take 
part  in  comcdias  by  singing  and  playing."  *  Schack  observes 
that  this  decree  not  only  shows  that  the  representation  of 
OMnedias  in  Spain  had  reached  a  high  degree  of  refinement 
at  that  early  date,  but  that  women  also  appeared  upon  the 
stage  at  that  time,  while  later,  under  Philip  the  Second, 
womfcn's  roles  were  played  by  boys.' 

Another  curious  notice  referring  to  the  same  period  is 
found  in  the  In^eniosa  Comparadon  entre  lo  antiguo  y  lo 
fresenU,  by  the  Bachiller  Villalon,  which  first  appeared  in 
'139'  The  author  says  that  never  since  the  creation  of 
the  world  had  "the  comedias  which  we  call  farsas  been 
represented  with  such  subtlety  and  ingenuity  as  nowadays.'* 
He  speaks  of  six  men  who  are  regularly  in  the  pay 
{asalariados)  of  the  church  of  Toledo,  of  whom  the  two 
principal  ones,  named  Correa,  are  such  remarkable  actors 
that  he  says  he  would  spend  a  large  sum  of  money  or  go 
begging  in  order  to  see  them,  "though  they  should  be  many 
mites  from  here."^ 


i^ 


[  boi  ■  copper  to  kc  the  shovr: 

"Una  6  dos  corned]  as  sot  as, 
oooio  camijas  de  pobre, 
U  etitrada  i  tarja  dc  cobrc, 
jrcl  teatro  caai  4  «olas." 

(Quoted  by  Wolf,  Shtdien.  p.  So*,) 

^  Pricnstka  de  Carloi  V.  y  Dofia  Juana,  «u  inadre,  hccba  cd  Toledo  cd 
fli  liode  JJJ4  {Lib.  VII,  Ley  i,  Tit.  12  de  la  Nueva  Rccopilacion)  :  "Itnn 
atadanaa  que  lo  que  crrca  de  to«  tragn  etti  prohibido  y  mandado  por  la* 
byM  de  nte  titulo,  m  enlienda  aai  mismo  con  los  ct>mcdiam««,  hombres  f 
ma^tt%,  ma%\ea*  y  lat  dcma*  per*onai  que  aMiiten  en  lat  comcdias  part 
tnttMi  f  t«£er,  lai  qualci  incurrcn  en  laa  mismat  peoai  que  cerca  deno 
■liB  imffmatM*, ' '  ( Gtsth'ttht*  dtr  dramaiitchm  Lit.  u.  Kuntt  in  Spttmtn, 
Vd.  I.  p.  19I,  note.) 

*S(Tb«iaw,  Chapter  VI. 

"^^Mi  CB  lat  rcprcscmadoncf  de  comedias  que  llantamoi  far«aa,  nunca 
dbMr  ih  en*ci6n  del  mtando  se  representaron  con  tanta  agudeza  i  industna 
tema  *fan,  pavque  viven  *eyt  bombrci  asalariadcw  por  la   Iglesii  de 


"t 


ao 


THE  SPANISH  STAGE 


4- 


-f^ 


However,  neither  the  rescript  of  Charles  V.in  1534,  nor 
the  account  given  by  Villalon  in  1539,  seem  to  mc  to  in- 
validate in  the  slightest  degree  the  narrative  of  Cervantes. 
The  decree  of  1534  relates,  almost  certainly,  to  the  elab- 
orate representations  that  were  given  at  public  and  church 
festivals,  indeed  Villalon  states  escplicitly  that  the  players 
\whom  he  had  seen  were  regularly  in  the  pay  of  the  church 
of  Toledo.  So  far  as  we  know  there  were  no  fixed  corraUi 
or  theaters  in  Spain  at  this  early  period  nor  for  many 
years  thereafter.  We  may  be  quite  sure  that  the  little 
company  of  Lope  de  Rueda  (he  died  in  1565)  never 
acted  upon  a  permanent  stage.    Juan  Rufo,  quoted  above, 

vj^  alludes  to  the  "cruel  inn-yard"  and  its  furnace-heat  in 
summer,  while  the  memory  of  the  icy  winter  blasts  still 
makes  him  shiver,'  Surely  strolling  players,  acting  even 
3  quarter  of  a  century  before  this,  were  not  at  all  likely 
to  be  attired  in  such  magnificent  costumes  as  to  bring 
them  under  the  ban  of  the  "Pragmatica"  of  Charles  V. 
Hence  the  representations  against  which  the  rescript  of 
1534  was  directed  were  undoubtedly  the  religious  dramas 
that   were    acted  in   the   public   squares   or  within    the 

k^wlchurchcs,  or  perhaps  in  the  open  space  without  the  church. 
Moreover,  all  the  evidence  furnished  by  the  comedia  itself 
tends  to  corroborate  and  validate  the  account  given  by 
Cervantes.  It  may  be  said  with  a  great  degree  of  proba- 
bility that  the  stage  accessories  in  the  public  theaters  of 

Toledo,  de  los  qualcs  wo  capiunn  dot  que  le  Itvnan  \<»  Carretu,  que  en 
la  repretctitacldti  conirahaien  todoa  loi  descuydcn  y  aviios  de  lot  hiHiibre*, 
conw  si  Naturaleza,  SueSra  uoiverul  madrt,  loi  repretcficasie  alii.  Esioy 
no  admiradd  de  lot  vcr,  que  si  alguno  me  pudiera  pintar  cod  palabraa  la 
mucho  que  ellos  en  e«e  ciso  aon,  ganara  yo  grander  aununa*  de  dineroa 
6  meadicando  fucra  por  lot  vcr,  aunque  ntuvScran  mil  irguai  dr  aqtu," 
(Fage  iSo  o(  the  reprtm  by  tbe  Sodedad  de  BibliolilM  Eapafiolea,  189S, 
and  quoted  by  Menendca  y  PetayO'  in  his  introduction  to  tbe  Frvpatadia  of 
Torres  N^aharro,  Vol.  II,  p.  cl,  Madrid,  t^oo.)  See  also  Canete,  Testn 
tffmM.  p.  95,  OMc. 

'  "Porque  era  el  pario  cruel, 

fraj^a  ardiente  en  et  estiiv 

de  iariertio  uo  eladti  rid^ 

que  aun  a^ra  ticnibUn  dil.** 


I 
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ALIAN  COMEDIES  IN  SPAIN 

Spain  down  to  almost  the  beginning  of  the  seventeenth  cen- 
tury were  of  a  very  simple  and  elementary  kind.  Two  or 
three  musicians  had  been  substituted  for  the  ballad  singers, 
some  simple  devices  to  indicate  locality  and  the  introduction 
of  crude  stage  machinery.  Indeed,  in  spite  of  the  improve- 
ments introduced  upon  the  stage  by  Cervantes  himself  and 
tt>  which  he  alludes  with  evident  pride  in  the  Prologue 
above  quoted,  we  need  go  no  further  than  his  own  plays  to 
show  the  primitive  character  of  the  stage  machinery  of  his 
day.  To  represent  thimder  and  lightning,  we  read  the 
following  stage  direction  in  his  Numanda:  "Under  the 
stage  they  make  a  noise  with  a  barrel  full  of  stones  and 
discharge  a  rocket."' 

That  representations  were  given  in  Spain,  at  this  early 
period,  in  which  there  was,  in  all  probability,  much  display 
of  costume,  there  is  other  evidence  to  prove.  The  comc- 
dias  of  Torres  Naharro,  as  wc  have  seen,  were  published 
as  early  as  15 17,  and  Italian  comedies  were  not  impossibly 
known  in  Spain  at  this  time  or  not  long  thereafter.  As 
wc  shall  sec  (below,  p.  29),  one  Muzio,  with  his  company 
of  Italian  players,  had  taken  part  in  the  Corpus  festival 
at  Seville  in  1538.  The  earliest  known  account  of  the 
performance  of  an  Italian  comedy  In  Spain  Is  dated  1548,  j 
when  one  of  Arrosto's  comedies  was  represented  at  Valla- A 
dolid  on  the  occasion  of  the  marriage  of  the  Infanta  Dofia 
Maria,  daughter  of  Charles  V.,  to  Maximilian,  Prince  of 
Hungary.  It  was  performed  "with  such  apparatus  and 
scenery  as  arc  used  at  Rome  in  the  representation  of  come- 
dies," and  was  "a  royal  and  sumptuous  affair.*'*  Creize- 
uch,  commenting  on  this,  says:  "This  is  also  the  first 
known  instance  in  Spain  of  the  use  of  the  scenic  arrange* 

'K'ca^c   ruitjo  debtxa  del  tablado  coQ   uQ  barril  lleoo  de  picdraa,  y 
4t9MiwH  t»  cobnc  voitdor."    Itiumanda,  Act  II,  Scene  II,  p.  19$,  cd.  of 

'PelliCTn  Vttl.  I,  p.  ji.  The  latter'*  auihorlty,  a>  Stiefel  (Ztitiehrift  fiir 
(»•«>.  FAil.,  XV,  p.  J19)  remarks,  is  Caluete  de  Estretla,  FelictJiim^ 
fiajt  d*{  PrinHf*  Fktiippe  .  .  .  ,  Anrers,  tSS't  fo''  3^* 
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ments  of  the  Renaissance,  the  sight  of  which  was  evidently 
a  matter  of  the  first  importance  to  the  narrator,  for  he 
does  not  even  mention  the  title  of  Ariosto's  comedy. 
Towards  the  close  of  the  same  year,  Philip  II.,  the  suc- 
cessor of  Charles,  saw  a  comedy  performed  at  Milan,  with 
the  greatest  refinement  and  luxury  of  scenic  decoration, 
and  after  he  had  ascended  the  throne  (1556),  according 
to  a  later  account,  Antonio  Vignali  of  Siena,  a  member  of 
the  Academia  degli  Intronatt,  is  said  to  have  produced 
Italian  comedies  at  his  court.  Still,  after  this  time  we  hear 
of  no  great  lords  or  rich  corporations  in  Spain  instituting 
such  elaborate  productions.  These  were  naturally  beyond 
the  reach  of  the  professional  actor,  but  the  latter  had 
found,  even  as  Torres  Naharro  before  him,  many  a  useful 
hint  in  the  Italian  comedy."  ^  Furthermore,  we  read  that 
in  1561,  on  the  occasion  of  the  marriage  of  Gugliclmo, 
Duke  of  Mantua,  to  Eleonora  of  Austria,  the  celebrated 
"scultore  del  re  di  Spagna,"  Leon  LeonI  of  Arezzo,  was 
sent  to  Mantua  "a  inventare  e  porre  in  ordine  qualche 
bellissimo  apparato  ed  invcnzionc."  ' 

These  representations,  with  their  wealth  of  costume  and 
decorations,  were  Italian  comedies,  and  were  performed 
privately  by  Italian  players,  before  the  King  or  his  great 
obles.    They  had  nothing  to  do  with  plays  in  the  market- 
laces,  for  theaters,  so  far  as  we  have  any  information, 
ere   then   unknown    in   Spain.     But  during   the    great 
church    festivals    or   on   other   solemn   occasions,    here, 

'  GttckickU  d*$  KftHTtn  Drmmas,  Vol.  HI,  p.  id?.  See  «l»o  ibid..  Vol.  11, 
p.  397,  Stiefe)  (/.  r.)i  *nd  ifter  him  Crcizeoach,  quotea  Scipio  Bargagli, 
Comtntdie  dtgli  Accademiti  Intronaii,  Vol.  tl,  p.  494,  as  followi: ' '  Aniedo 
introDato  {I.e.  Vignili),  con  ooore  itato  cooosciute  infine  daila  rctsotiislma 
Spagna,  iii«iilre  in  buootisimo  grado  vi  servi  Fiiippo  il  Secoodo  li  regoantc, 
a  ditetio  d)  cui  tece  alia  guisa  Italiana,  ivi  non  prima  conosciuta,  rappre> 
lentare,  dal  regal  tcMro  illuMratr,  p\ii  t  chtarissimc  commcdlc,  dalla  rlcd 
c  piacevolisiima  vena  del  suo  f rlice  e  tanto  untversale  ingenio  icaturite. '  * 
According  to  this,  as  Creizentch  obiCrvct,  these  representations  must  have 
taken  place  between  i;;^  and  the  time  of  Vi^rnali's  d»tb  (tS59)i  wlule 
"icgnaote"  Philip  might  be  taken  as  earty  as  t;^;. 

'  D  'Ancooa,  Origim  del  Tfmtro  Itmlianv,  Vol.  II,  p.  416,  note. 


FESTAL  REPRESENTATIONS 

less,  as  in  religious  or  festal  representations  in 
other  countries,  the  costumes  were  often  very  elaborate 
and  costly.  Schack.  mentions  such  a  representation  at 
Valladolid,  on  June  5,  1527,  at  the  christening  of  the 
Infanta  Philip.  On  this  occasion  the  auto  of  the  "Baptism 
of  St.  John"  was  performed,*  The  same  author,  quoting 
Ortiz  de  Zufiiga,  4nales  de  Sevilla^  ed.  of  1796,  Vol.  Ill, 
pp.  339  ff.,  mentions  a  magnificent  representation  given  in 
Seville  in  the  previous  year  (1526)  In  honor  of  the  mar- 
riage of  Charles  V  with  the  Princess  Isabel  of  Portugal, 
and  also  the  atitos  represented  at  Corpus  in  1532,  likewise 
at  Seville.  Schack  remarks  that  it  is  very  probable  that 
allegorical  6gures  appeared  in  these  aiitoi,  though  this 
fact  is  not  expressly  stated.^ 

In  1563  there  was  represented  at  Pksencia,  at  the  festi- 
val of  Corpus  Christi,  the  tragedy  of  Nabttco  Donosor, 
with  elaborate  scenic  display  (com  ^ran  aparato),  "and 
when  the  children  were  thrown  into  the  furnace,  it  seemed 
so  real  that  some  persons  believed  that  they  were  actually 
thrown  in."*    Seven  years  after  this,  in  1570,  we  find  the 

'S«c  tbe  pHRtge  from  Sacidoval,  Hittaria  de  Carlos  V.,  Valladolid, 
1(04.  Bk,  XVI,  quoted  by  Schack,  Gttthithlt,  Vol.  I,  p.  ioo.  On  page  403, 
iadccd,  he  meatioiis  some  elaborate  religious  repreaentations  which  were 
fiTce  a  quarter  of  a  century  earlier,  to  1501,  in  honor  of  the  Palsgrave, 
■firrward  Kurfurtt  Friedrich  II.  He  quotes  from  Huberrus  Thomas  of 
Ifttticb,  AnttaUt  dt  idta  et  tebui  gettii  Fridefici  It.,  Francof.,  1624  (Ger- 
■Ui;  Spiegel  dti  Human  grotter  Potentattn,  Schleqslngcn,  ifijS),  Speak- 
ing at  the  "pomphaftem  dramatischen  Spielen"  given  in  Barcelona,  he  says: 
*[>«  war  angestellt  eia  gemachter  Himmel,  dabei  roan  auch  die  Hijlle  sah, 
■thr  Bcbrecklich  und  grausam.  Dabei  wurden  vlele  Historien  gespielt, 
weldic  itn  an  die  Tier  Stunden  wahrtcn."  *'In  Fcrpignan  sahen  wir 
llAeke  aui  detn  alteo  und  oeuen  Testament,  Paradie»  utid  Hblle  nareti  da 
fftkii  prtchtig  2U  ichauen,  und  vier  Stundeti  iaog  gab  man  da  ein 
•ekavrtliflic*  Stuck  zu  tchcD.  Die  Engel  in  neiizen  Kleidern,  die  Teufel 
ia  Gold  uod  Silber  nattlich  angethan  stritten  mit  einander;  umer  gewalti- 
imi  Kraehrn  und  Platzen  aprangcn  die  Raketen  und  ca  gab  einen  Hollen- 
Urm,  al«  bewegten  tich  Himmel  und  Erde.  Zuleizt  kam  Judas  und  erhing 
lidii  aa  eiDem  Fenstrr,  ward  auch  sobald  mit  einem  Feuerttraht  getroffen 
lad  Tertchwand,  dais  ihn  Niemand  mehr  take." 
*  Ihid.,  fp.  loa,  20J,  and  p.  20;  for  a  list  of  early  autot, 
* Scackca-Arjofia,  4 nates,  p,  16.  Sec  alio  the  iiccoum  of  the  elaborate 
in  IS78,  in  tbe  public  square  of  Plasenda,  of  £/  ffaufrapo 
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students  of  the  college  of  San  Hermcnegildo  representing 
a  tragedy  entitled  San  Hermene^ildo,  in  which  there  were 
thirty-four  characters,  besides  soldiers,  pages,  etc.  While 
this  was  a  festival  performance  given  under  the  direction 
of  the  Fathers  of  the  Company  of  Jesus,  and  not  3  repre- 
sentation in  a  public  theater,  we  have  here  one  of  the 
earliest  descriptions  of  stage  scenery,  and  hence  it  is  of 
interest. 

The  stage  was  about  five  feet  (vn  ntado)  in  height  and  thirty- 
nine  feet  sqiiare.  On  the  front  was  a  large  door  of  fine  architec- 
ture, representing  the  dry  of  Seville,  on  the  frieze  of  which  u-as  a 
shield  with  the  letters  S.  P.  Q,  H,  At  the  two  sides  of  this  door 
ran  a  handsome  canvas  of  a  wall  with  its  battlements,  forth  from 
which,  projecting  a  distance  of  three  feet,  arose  towers  somewhat 
higher,  of  which  the  tower  on  tJie  left  served  as  the  prison  of  San 
Hermcnegildo,  while  the  one  on  the  right  was  the  castle  for  the 
eitertalninents.  On  the  sides  of  these  two  towera  suflScient  room 
remained  for  the  exit  of  those  penonages  who  were  represented  as 
belonging  outside  of  Seville,  such  as  the  King  Leovigildo  and 
otheis,  for  through  die  middle  gate  only  those  entered  and  de- 
fmxted  who  were  supposed  to  be  from  Seville,  like  San  Hertnene- 
gkUo,*  etc 

Jttxn  de  Malam,  the  reptited  author  of  this  tragedy, 
was,  as  is  well  known,  an  imitator  of  the  andent  comic 
poets,  as  opposed  to  the  popular  style  of  Lope  de  Rueda. 
But  it  were  useless  to  cite  other  religious  or  festal  repre- 
sentations. We  have  already  passed  beyond  the  period 
of  Lope  dc  Rueda,  and  our  chief  reason  for  citing  such 
spectacles  is  (as  this  is  not  a  history  of  the  drama) 
to  show  that,  while  they  were  not  uncommoo  daring  the 

dr  Jmmms  fffrtm.  to  Camtc.  f  ^  Temtrm  Etf^tl  Jtf  Sigt*  XFl,  p.  119,  anil 
•(  ihr  R*prt»emt*d»n  of  Fniaci*co  dc  Us  Caebas  ia  Alcaili  ia  15M.  {lUd.. 
p.  sai.)  TUa  ibo«i%  aa  Sr.  Cafcn  aag^  thai  *  *«1  aytaw  caohico  d«  to* 
dn«as  cdicioaaa  era  ca  Mte  Biyaia  l«i«lBto»  dmaat  d  aigl*  xvl"  A 
c*py  III  tlui  ltr^ei*Mtmti*m  af  C«cbfea  ia  Wfai«  mt^  made  bf  mj  cot- 
IcapK.  Dr.  Crawford,  who  purpotct  paUaki^  h  ihattly. 
*  5»ocWv>Ari«ba,  Amttn,  ft.  ^t. 
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time  of  Lope  de  Rueda  and  even  long  before,  thc^ 
cannot  serve  in  support  of  the  statements  of  some  writers  1 
that  during  this  period  the  costumes  and  accessories  / 
of  the  popular  theater  in  Spain  were  of  an  elaborate  and  / 
sumptuous  character.     For  such  spectacles  as  we  have  r 
mentioned  had  nothing  to  do  with  the  performances  of  I 
strolling  players  in  the  market-places,  and  hence  a  "prag-  y 
matica"  of  1534  could  not  have  had  them  in  view.    We    ] 
are  therefore  safe  in  accepting  the  account  of  Cervantes    I 
in  regard  to  Lope  de  Rueda's  performances  as  essentially  ' 
true. 


"fi 


CHAPTER  II 

The  corralei  of  Madrid.  The  Corral  de  la  Pacheca.  The  Corral 
df  Barguilhs.  The  Corral  de  Puente.  The  foundation  of  the 
tM'o  f itiiious  theaters :  The  Corral  de  la  Cruz  and  the  Corral  del 
Principe. 


^ 


Madrid  became  the  capital  of  Spain  in  1560.  Strollmg 
players  had  certainly  appeared  there  long  before  this  date, 
but  with  the  rapid  growth  of  the  city  in  wealth  and  popula- 
tion, which  naturally  ensued  when  it  became  the  official 
center  of  the  kingdom,  it  was  necessary  to  find  some  fixed 
plftce  where  these  companies  of  players  could  perform. 
The  establishment  of  permanent  theaters  in  Madrid  was, 
at  the  outset^  connected  with  an  event  that  seemed  to  have 
but  a  remote  relation  to  public  amusements.'  In  1565  a 
number  of  charitable  citizens  of  Madrid  founded  a  fra- 
ternity' called  the  Cofradui  de  la  Sa^rada  Pasion,  the 
priman,*  object  of  which  w»s  merely  to  feed  and  clothe  the 
poor;  but,  under  the  auspices  of  the  King  and  the  Council 
of  Castile,  their  field  was  soon  widened,  and  a  hospital  for 
poor  women  suffering  from  fev*cr,  "because  there  was  no 
other  hospital  for  this  purpose  in  the  capital,"  was  founded 
in  the  calle  de  Toledo.  In  order  to  increase  the  funds  of 
the  hospital  the  President  of  Casdle,  Cardinal  Espinosa, 
and  the  Councilors  granted  to  the  Cofr^dU  the  privilege 


Geif-Ufkif  Iff  4rmmabitkr%  tJtffMmt  mmd  Kmmit  (■  Spamtn, 
TaL  1,  p,  a4^  rnniTki  ttiat  mch  a  eaetntfcttoa  Intiicui  pvblic  xicuieiiMlin 
and  >e]iK>aaa  at  chat-itiibk  foaiKtMioBS  secnicd  iMnml  enough  to  the 
SF>4Hvt«>i  miod ;  rtiai  n  »tcw>t«d  «q««ltf  Banml  w  tbr  Eagihk  bM,  we  duU 
«R  fanfacr  on.  The  ttaeMcr  lacing  mp^Mifd  hv  dM  pMkc,  k  does  dm 
«fMt  all,  tliw  k  daosld  cwmaii  m  ibc  pablk 


THE  COFRADIAS 


of  providing  a  place  for  the  representation  of  all  comedias 
given  in  Madrid,  and  of  appropriating  to  their  pious 
purposes  the  funds  thus  obtained.'  Two  years  after  this, 
in  1567,  another  fraternity  was  founded  called  the  Cofra- 
dia  de  Nueitra  Senora  de  la  Soledad,  with  charitable  aims 
of  greater  scope  than  those  of  the  older  fraternity.  The 
Cofradia  de  la  Soledad  bought  a  house  near  the  Puerta  del 
Sol  and  fitted  it  up  as  a  hospital.  The  places  designated 
for  theatrical  representations  by  the  Cofradia  de  la  Pas'wn 
were  three:  a  square  or  corral  in  the  Calle  del  Sol;  another 
belonging  to  Isabel  Pacheco,  in  the  Calle  del  Principe,'*  and 
a  third  in  the  same  street — a  corral  leased  from  one  Bur- 
gutllos — which  afterward  passed  into  the  control  of  the 
Cofradia  de  la  Soledad.  For  in  1574  the  latter  brother- 
hood also  petitioned  for  the  right  to  furnish  a  place  for 
the  representation  of  comedias  in  order  to  maintain  its 
hospital,*  and  the  matter  ended  in  a  compromise  with  the 

'  If  Miw  wr  ctst  ii  gUtice  at  theatrical  affairs. in  London,  we  find  that  in 

MaxcK  I57J-4,  th?  Lord  Chamberlain  (Esrl  of  Essex)   requested  that  one 

Mr.  Hrimw  niight  appoint  places  for  plays  and  interludes  within  the  city. 

"The  Majnir  and  aldermen  replied  that  it  would  hurt  their  liberties  so  to 

4«v.  and  that  it  was  unfitting  for  any  private  person  to  hold  auch  an  oiire. 

Tlwy  had  had  preferable  offers  of  a  similar  naturtr,  far  the  relit f  of  ikt 

f*»r  im  tht  ktipitah;  they  would  accept  these,  if  any."     (Fleay,  Chronirit 

Hiitory  •/  tkr  London  Stage,  i;59-i643,  London,   1X90,  p.  45.)     And  an 

Aa  al  tht  Conunon  Council  of  London  provided  that  all  plays  performed  tn 

iW  titf  aliiQuId  iint  be   ticcnud  .  .  .  and  that  of  the  monry  taken  there 

should  be  applied  tn  the  relief  of  the  sick  poor  such  sums  as  shall  be  agreed 

«&     {IkiJ,,  p.  46.)     Again,  on  October  i,  i$94.  Lord  Hunsdon  wrote  to 

At  Lard  Mayor  asking  permJMion  for  his  players  to  play  at  the  Cros»'{Ceyg, 

**•  ifcey  have  been  accustomed  [i.e.,  before  1592],     They  will  play  from 

*  f.  M,  to  4,  instead  of  beginning  at  4  or  Si  •  .  •  and  be  contributory  to  the 

ttmk  poor."     (Hatliwell-Phiilipps,  UJuitratiotis,  p.  ]i,    See  aho  Collier, 

inalj  •/  the  Stage,  Vol.  I,  p.  aifi,  and  Hemlvwe't  Diary,  ed.  W.  W. 

Crejt  Vol,  11,  p.  77. » 

'Tlicrc  ta  a  notice  of  a  performance  here  tn  ij£S:  "En  miercotes  I  ;  de 
Mayo  de  108  anos  cniro  a  representar  Velazquez  en  el  Corral  desta'ca»a: 
ka  4r  dar  sei*  reale«  cada  dia  de  Jos  que  represcntarc. ' '  (Pellicer,  TralaJ* 
Uitwifm,  VoL  I,  p.  48.  El  Corral  de  la  Pacheca,  by  Ricardo  Sepulveda, 
Madrid,  itt«.) 

'Aaaag  the  reuons  on  which  they  based  their  petition  were  that  "came- 
fiaa*  wrrr  people  coroing  and  gning  lo  the  court  [Madrid],  and  as  they 
mrr  oot  ro  remain  therein  longer  than  eight  or  ten  day»,  they  performed 
fccfly  wWrever  ihcy  tisted,  and  making  use  of  this  and  wishing  to  do  a 
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older  fraternity,  the  Cafradia  de  la  Soledad  acqulritig  the 
corral  of  BurgulUos.  Both  brotherhoods  finally  decided 
to  join  forces  and  petitioned  Dr.  Antonio  de  Aguilera, 
Councilor  of  Castile  and  deputy  for  the  administration  of 
the  6aid  hospitals,  that  two  thirds  of  the  profits  accruing 
from  these  corraies  should  go  to  the  Cofradia  de  la  Pasiott, 
and  the  remaining  third  to  the  Cofradia  de  la  Soledad;  the 
expenses  to  be  shared  in  the  same  proportion.  This  agree- 
ment of  the  two  brotherhoods  was  approved  by  Dr.  Agui- 
lera on  June  7,  1574. 

These  corraies — a  name  that  down  to  our  own  day  has 
remained  synonymous  with  playhouse— were  originally, 
before  they  were  transformed  into  theaters,  the  yards  of 
houses.^  In  the  rear  was  the  stage ;  the  larger  part  of  the 
audience  viewed  the  performance  standing  in  the  court- 
yard, while  the  windows  of  the  principal  building  and  of 
the  surrounding  houses  served  as  boxes  for  the  more  dis- 
tinguished spectators.  Arrangements  for  the  comfort  of 
actors  and  audience  were  at  first,  naturally,  very  crude. 
The  stage,  as  well  as  the  whole  court-yard,  had  no  roof 
nor  any  kind  of  protection  against  sunshine  or  rain.  If 
the  weather  was  unfavorable  the  representation  was  either 
suspended  or  brought  suddenly  to  a  close.^ 

As  early  as  1574  a  company  of  Italian  players  under 


good  work  ■nd  a  charity  to  the  brotherhoMl  of  La  SoUdaJ,  AIodki  Rodri- 
guez and  other  comedians  were'repr«««ndb^  comedias  to  aid  in  rhe  bringing 
itp  of  foundling!,  in  the  Corral  dr  Burguillas,  whicb  the  brottierhood  h*d 
provided,  and  for  which  it  had  paid,"     (Pellicet,  TraiaJo,  Vol.  I,  p.  $0.) 

'  So  in  England  the  immediate  predecessor  of  the  playhou«e  was  the  ina- 
yaid.  Until  1576,  Fleay  says,  public  performances  in  London  were  given  in 
inn-yards,  of  which  there  were  Ave.    (See  alw  Collier,  Anaalt,  Vol.  I,  p.  |6.) 

'Schacjf,  Vol.  If  p.  a66.  rnder  date  of  December  10,  1579,  we  read: 
"No  hubo  represcDtacIon  ta  ninguji  cortal  par  baber  llorido  much^'* 
(Perei  Panw,  in  BuiL  tUrf^miqut  (1906I,  p.  7^)  Moreover,  when  ther* 
were  but  few  people  in  the  t<trr*i  the  managers  refused  to  give  a  perfonn- 
aoce.  "S7  de  Agocto  de  ■;79. —  No  hubo  represent  ad  on  en  ta  calle  del 
Lcibo  (Ctrai  it  FiuMle\  porque  Cisoeros  estaba  auieme,  ni  en  la  Packet* 
por<|ue  Ganasa  no  quiw  rrf>resefltar  il  ver  que  htbU  poca  geote  en  el 
corral,  j  *e  dnrolvHi  el  dinero  k  las  pcrsnaas  que  babian  eotrado.^'     {Ibi^, 
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Alberto  Nazeri  dc  Ganassa'  presented  plays  at  Madrid 
(mostly  in  pantomime,  as  it  appears),  and  in  the  same  year 
Ganassa  succeeded  In  having  a  theater  erected  in  the  Corral 
de  la  Pacheca.  "For  while  comedias  had  already  been 
represented  in  the  said  corral ^  it  was  wholly  open,  and  the 
stage,  raised  seats,  and  patio  were  exposed  to  the  inclem- 
ency of  the  weather,  so  that  when  it  rained  no  perform- 
ance could  be  given."  And  in  1574  the  theater  was  built 
by  two  carpenters,  using  the  "tablados,  Henzos  y  otros 
pertrcchos  del  Corral  de  la  Pacheca,"  and  also  the  awn- 
ings which  had  been  made  to  shade  the  stage  of  this  corral 
from  the  sun. 2 

The  agreement  was  that  a  theater  and  stage  should  be 
built,  wholly  covered  by  a  roof,  and  that  this  theater 
ihould  be  leased  for  a  period  of  nine  or  ten  years,  etc.,  the 

'Cooceming  Ganassa,  who  had  a  company  of  players  in  France  in  Sep- 

(atber,  ($71,  see  Baschet,  Lrt  Comidient  Italiftti,  Paris,  iSga,  pp.  18-25, 

tad  Saachei-ArjoDat  AnaUi  del  Teatro  en  SeviUa,  Sevilla,  1S98,  p.  47.    Ai 

G«ni«*>    appealed    in    Seville   in    1575    in   the   Corral   dr  Don  Juan,   the 

twrmUt  of  the  laner  city  were  probably  established  as  early  as  those  of 

Madrid.     (Sauchei-Arjona,  Anaies,  p.  53,  and  see  below.)     Ganassa  seema 

IB  harrr  been  at  ihe  head  oi  the  company  called  the  Gflosi  as  early  as  1573, 

and  (o  Kim  ii  probably  due  the  invention  of  the  second  Zanni  or  Arlecchino. 

ickcrillo  safi:  "La  compagnia,  che  sernbra  avesse  gii  alSora  (157a)  tl  titola 

M  Gfioii.  era  condoita  da  un  bcrgamasco  Alberto,  nato  pel  »uo  nomc  o 

MpraBDOme  di  Ganasta;  a  I  quale,  oltre  tutto  il  resto,  «i  deve  fors'  anche 

riarcoatoae  delta  pane  e  del  nome  del  secondo  Zanni,  cioi  dell'  Aclecchlno." 

(Lm  C«Mmtdis  dell'  Arte,  in  La  I'tta  Italiana  dfl  Sticenta,  Milano,  1S95, 

11451.)     ''  appears  that  a  company  of  ftallan  players  had  visited  Spain  as 

cwljr  M  ijjt,  wheo  one  Muxio,  "Itallano  dc  la  Comedia,"  was  in  Seville, 

taUoc  P*it  in  the  fettival  of  Corpu»  Christi.     ( Sanchez- Arjona,  Analet, 

p.  47,  aoie.)      The  petition   of   Muzio,   which   is  found   in  Vol.  VI  of  the 

tnrihawia  df  Cahildo  of  the  municipal  Archives  of  Seville,  ia  as  follow*: 

'Lm  Italianos  que  lacaron  los  carros  en  la  fiesta  del  Corpus  Cristi  $upli- 

na  •  V.  &  4|t]e,  puei  es  coitumbre  de  rcpartir  joyi^  a  quien  mas  buena 

vrfuMaii  J  obrii  moitrare  en  lal  dia,  que  habieodo  ellos  hecho  todo  [0  que 

Hi^tiHiia.  ■no  V.  S.  tan  benignas  que,  aunque  en  ellos  haya  poca  pane  de 

CUBMStoa,   pnedan   gozar   dclla,   y  en   todo   sea,  corno  supEican,   con 

*fMlla  btcvedad  que  el  favor  de  V.  S.  y  aus  necesidades  requiercn,  a  lin 

5|W  K  piKtilJi  ir  a  «u  viaje,  e  quiiarse  de  los  gastoa,  que  son  muchos,  que 

kava  agora  ban  tenido  para  aguardar  tan  aenalada  me  reed."— Muzio, 

luliako  d<   la   Comedia.      {th'id,,  p.  47,   note.)      Sciefet    iZeiUcArifl  fur 

!•«««.  /'At/.,  Vol.  XV,  p.    310)  conjectures  that  Lope  de  Rueda  may  have 

}MMt  ih»  company  of  Muzio\  and  it  is  not  improbable. 

'Pcllicer,  TrQfaJv  kitforice,  Vol.  I,  p.  54. 
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rent  being  fixed  at  ten  reals  per  day.  But,  in  fact,  the  roof 
covered  only  the  stage  and  the  sides  of  the  patio;  the  sole 
covering  of  the  latter  was  an  awning  to  shade  the  specta- 
tor from  the  sun.  From  this  patio  the  rank,  and  file— the 
vulffo  or  petite  del  irowftf— viewed  the  play,  standing.  On 
account  of  the  clamor  and  uproar  they  made,  they  were 
called  mosqueteros.  So  in  France  "the  boisterous  and 
vulgar"  stood,  as  did  the  "groundlings"  in  the  pit  of  the 
inn-yards  of  London. 

Ganassa  further  agreed  to  perform  two  comcdias  for 
the  benefit  of  the  theater,  to  advance  600  reals  toward  the 
erection  of  it  — to  be  returned  to  him  at  the  rate  of  ten  reals 
per  day  (the  rental  of  the  playhouse) — and  agreed  besides 
to  give  sixty  performances. 

Of  the  plays  performed  by  Ganassa  and  hts  Italian  com- 
pany, Pclliccr  says:  "Reprcsentaban  comedias  italianas, 
mimicas  por  la  mayor  parte,  y  bufonescas,  de  asuntos 
triviftlcs  y  popularcs.  Introducian  en  ellas  las  personas 
del  .'\rlcquino,  del  Pantalone,  y  del  Dotore."*  This  was 
the  Italian  fommfdia  dtW  arte.  Ganassa  seems  to  have 
miide  severjil  journeys  to  Spain  with  his  company,  for 
•fter  this  first  visit  in  1574,  he  appeared  again  in  June  and 
July,  1579  (sec  below,  p.  31),  at  the  Corral  de  Puenie, 
tnd  also  in  the  beginning  of  the  following  year  in  the 
pjtcktc*  9ind  again  during  the  years  1581  and  1582,'  and 
in  the  C*>rral  del  Principe  in  1584.*  He  seems  to  have 
vtMttd  Spain  again  in  1603;,  according  to  Pellicer^^  though 
his  statements  are  not  clear  on  this  point.  We  may  be 
i^/oStUt  sure  that  the  financial  success  reaped  by  Ganassa 
and  his  players,  tt>  which  Ricardo  de  Tuna  (Don  Pedro 
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Juan  dc  Rejaule  y  Toledo)'  alludes  many  years  after- 
ward, induced  other  Italian  actors  to  try  their  fortunes 
upon  Spanish  soil.    To  these  we  shall  recur  further  on. 

The  Corral  de  la  Pacheca,  as  stated  above,  was  in  the 
Calle  del  Principe..  The  Increased  demand  for  theatrical 
representations,  however,  now  induced  the  same  Cofradlas 
to  rent  another  corral,  belonging  to  Cristobal  de  la  Puente, 
m  the  Calle  del  Lobo,  which  they  furnished  with  benches 
and  gradas  or  raised  seats,  and  iitted  it  up  for  the  per-' 
formance  of  comedtas.  Besides,  another  corral  was  pro* 
rided  by  the  fraternities  for  Francisco  Osorio,  a  theatrical 
manager,  who  came  to  Madrid  with  his  company  in  June, 
1579.  To  Osorio  was  assigned  the  Corral  de  Vaidivieso 
by  the  then  comharto  de  comedtas^  Francisco  de  Prado, 
''and  the  said  Osorio  has  bound  himself  to  build  a  stage 
and  two  platforms  (tablados)  at  the  sides,  at  his  own  cost, 
tod  the  profits  arising  therefrom  shall  be  for  the  hospitals, 
without  any  deductions  being  made,  and  besides  the  said 
Osorto  is  to  give  ten  reals  for  every  day  that  he  performs, 
and  to-day  [June  7,  1579]  is  the  first  day  that  the  said 
Osorio  represents,  while  also  on  this  day  Salcedo  repre- 
sents in  the  Corral  de  la  Pacheca  and  Ganassa  in  the 
Puente."*  We  learn,  moreover,  that  Osorio  only  gave  per- 
formsuices  on  June  7,  8,  and  9,  when,  on  account  of  the 
mall  number  of  spectators,  he  abandoned  the  corral.  On 
Sanday,  June  7,  1579,  the  Hospital  de  la  Pasion  received, 
as  its  two-thirds  share  from  the  performances  of  Ganassa, 
wbd  was  representing  in  the  Corral  de  Puente,  and  from 
Salcedo,  in  the  Corral  de  la  Pacheca,  two  hundred  and 
twenty-one  reals  and  ten  maravedis,  and  on  June  8  and  9 
these  receipts  were  one  hundred  and  fifty-six  reals  twelve 

'  To  his  4 p9l»gftic»  de  lat  Comediat  etpanolas,  prefixed  to  the  lecand  part 
if  Strt*  dt  la  Patfla  Etpanola,  etc,  Valracia,  iSiti,  he  speaks  of  "et  fajnoao 
eMaico  C*aa^,  que  en  la  primera  entrada  que  hiro  en  ella  [EspaEa]  robo 
i^aHmOKt  el  aplauio  y  dinero  de  todos."  I  postcsi  an  cxccSlent  copy  of 
ifcit  •nrj  rare  book, 

'TitTX  Paitoi,  io  Bull.  H'ttpantqut,  1906,  p.  72,  and  see  alto  Appendix  A. 
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maravedis,  and  one  hundred  and  ninety-five  reals  ten 
maravedis  respectively.  Ganassa  and  Salcedo  also  repre- 
sented on  Trinity  Sunday,  and  on  June  i8  we  learn  that 
Ganassa  had  gone  to  Toledo  for  the  festival,  while 
Salcedo  was  engaged  in  the  festival  at  Madrid,  so 
that  there  were  no  representations  in  the  Corral  dt 
Puente,  where  Ganassa  had  performed,  nor  in  the  Pacheca, 
which  Saldafia  had  occupied.  On  June  24  Ganassa  re- 
turned from  Toledo  and  again  performed  in  the  Puente, 
and  on  June  28  and  29  in  the  Pacheca,  On  July  2 
Ganassa  appeared  in  the  Pacheca  "and  declared  that  he 
had  been  given  a  license  by  the  Council  of  Madrid  to 
perform  two  days  in  each  week."^  In  these  corrales 
various  autores  or  theatrical  managers  gave  performances, 
among  them  Ganassa,  Cisneros,  Alonso  Rodriguez  "el 
Toledano,"  Jeronimo  Velazquez,  Francisco  Salcedo, 
Rivas,  Juan  Granado,  Alonso  Rodriguez  of  Seville^  Sal- 
dafia, and  others.* 

Of  these  directors  of  companies  many  wrote  farces  or 
comedias,"  and  the  term  autor  was  therefore  strictly  appro- 
priate to  them  at  this  time.  It  was  not  till  some  years 
afterward  that  the  title  autor  de  comedias  came  to  mean 


'  The  Tcpresentation*  during  the  three  next  tucceediiigjrear*  mil  be  found 
in  Appendix  A.  The  lift  ■>  copied  frQm  the  very  important  article  bjr 
Dr.  P^rex  Pistor,  in  the  BuU.  HUpaxiqut,  1906. 

'  Pelliccr  mentioDi  AIddm  Velazquez  among  th»e  early  mtt^res,  but  ae- 
cording  to  Sanchez- A rjana,  Analet,  p.  9^  thii  atUvr  de  tomediai  wai  not 
born  till  1 S7S. 

*Of  these  ^uttrtt  AtitAnio  de  Villegu  ii  >sid  to  hare  written  fiftyfour 
C0Aird)«i  add  iatty  tntrtmrifi,  according  to  Pellicer,  Vol.  I,  p.  116.  The 
Utter  qvotn  R«j»>,  ^i^ge  ntrtltrnd*.  p.  54,  a*  bi»  authority,  but  Pellicet'" 
tniMake  was  pointed  out  by  Barr«ra  (Catdtogo,  p.  491)  nearly  fifty  year* 
ago.  Rojai  evidently  meant  that  these  comrdiat  and  t»tftmttet  formed  ibe 
repertory  of  Villegas,  not  that  he  wrote  them.  None  of  the  comediai  >1- 
tributed  by  Pellieer  to  <\ntonio  de  ViHegaj  was  wriit™  by  him.  Ctllar  hdstm 
I*  OcAti*M,  which  Pellic«r  aictibe«  to  Aloa»o  de  Ciioero*,  was»  aocordiog  Ht 
Barrera,  written  by  Don  Juwi  Hurtado  y  Cinrros.  Pellicer  a]**  roeotiooi 
Caspar  V'aiquei,  an  actor  (perhaps  the  lessee  of  the  C*rrtl  dfi  Priacipf  in 
tSSj,  DMntiooed  below,  p.  41),  whov  in  the  opuiioo  of  Tttnayo  de  Vargat, 
in  bi>  BiHittrem  mmmmteritm,  >•  the  author  of  1  oomcdia  cntitkti  L^  C»itMWtm 
(Akali  de  Hcfure^  par  Svbauian  Marttnec,  i$7a). 
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merely  a  theatrical  director,  an  impresario.^  We  have  seen 
that,  after  paying  the  atttor  and  his  company,  the  average 
net  proceeds  of  a  single  representation  varied,  at  this  early 
period,  from  140  to  200  reals,  which  went  to  the  hospitals 
of  the  city.    It  may  be  mentioned  here  that  in  1583  Philip 

11.  granted  to  the  *'Royal  House  of  Incurables"  at  Naples 
half  the  proceeds  derived  from  the  public  performances 
of  comcdias  in  that  city.^ 

Performances  in  these  corrales  always  took  place  in  the 
afternoon.  At  first  they  were  limited  to  Sundays  and  feast- 
days,  but  with  the  growing  demand  for  such  spectacles, 
two  representations  were  authorized  during  the  week,  on 
Tuesdays  and  Thursdays,  and  sometimes  they  continued 
for  fifteen  or  twenty  days  before  Shrovetide.  On  Ash 
Wednesday  the  theaters  were  closed  till  Easter,  and  in 
1580  plays  were  not  resumed  until  September  1 1,  when 
Rivas  began  in  the  Pacheca.^ 

All  representations  took  place  in  these  corrales  until  the 
Cofradias  erected  their  own  permanent  theaters,  the  first 
one  in  the  Calle  de  la  Cruz  in  1579,  the  other  in  the  Calle 
del  Principe  in  1582.* 

Let  us  turn  now  to  these  permanent  theaters.  A  site 
having  been  purchased  in  the  Calle  de  la  Cruz  on  October 

12,  1579*  for  550  ducats,  the  wood,  benches,  and  other 
properties  were  moved  from  the  corral  of  Cristobal  de  la 
Puente.  and  a  new  theater  was  fitted  up.''    It  is  Interesting 
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'  Caramuel,  writing  in  th«  latter  half  of  the  seventeenth  centur>',  says: 
"Amit*  dt  C.Qmediat  apud  Hiipanos  non  est  qui  illas  scribit  am  recitat, 
■M  41111  CeouotM  alit  et  linguliB  totvit  conveniemia  itipendia."  (Rhythtnica 
ttaeaBd  cd.  Campanic,  1668),  quoted  by  Schidc,  Naihtfdgt,  p.  3$.] 

'  Ciocc,  /  Tratri  di  Napoii,  p,  j6, 

*  P«f  dietaiU  aee  Appendix  A. 

*PnfemaD«i  continued  to  take  place  in  the  old  torralet,  however,  for      . 
mmtt  tioM  after  the  establishment  of  the  two  permanent  theaters.    There  is  \( 
fao«r4  of  a  rrprrMntatioo  in  the  Pacheta  in  January,  15S],  and  Jn  the  Cerrat 
dt  fufWU  mt  February  it,  Xi%\.    See  Appendix  A. 

***Mart«  S  de  Dlciembre  [1579]  :— En  eslc  dia  <e  notified  i  Criat6bai  de 
la  f^BCM^  dtieno  del  corral  de  la  Calle  del  Lobo,  que  tienen  alquiiado  la* 
^c  eeiaba  tttt  arrendanuRito  y  que  loi  aiientos,  tabladof  y 
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to  note  that  the  building  and  the  expenditures  of  this  ntW 
theater,  or  Corral  de  la  Cruz^  as  it  was  called,  were  in 
charge  of  Getino  de  Guzman,  who  had  been  the  surety  for 
Cervantes's  mother,  Doiia  Leonor  de  Cortinas,  for  his  re- 
demption from  Algerine  captivity.' 

The  Corral  de  la  Cruz  had  not  yet  been  completed 
when  the  first  comedia  was  represented  therein  on  Sunday, 
November  29,  1579,  by  the  companies  of  Juan  Granado 
and  Jeronimo  dc  Galvez.^ 

Though  on  December  8,  1579,  as  we  have  just  seen, 
the  Corral  de  Puente  had  been  stripped  of  its  benches,  etc., 
T^j  Cisneros  again  began  to  represent  in  It  on  January  28, 
1580;  and  we  Bnd  him  there  again  on  February  1 1  and 
18,*  and  according  to  Pelllcer*  on  February  1,  1584. 
It  is  clear,  however,  that  the  new  Corral  de  la  Cruz^ 

pertfKhoii  que  a  costa  de  laa  cofradias  le  habian  hecho  en  dicho  corral  k 
trasladarian  al  nuevo  teatro  de  la  calle  dc  la  Cruz  ya  put  cviur  gastof  f*. 
tambien  porque  Francisco  Salcedo,  que  represent»ba  rn  la  calle  del  hobo,  k 
tiii  ausentado,"    (Perez  Partor,  Bull.  Hiipaniqve,  Jan.,  1906,  p.  75.) 

'  Bull.  Hispamque  (1906),  p.  76.  Cervantei  alfudea  to  the  relation  exi)t- 
ing  berween  the  theaters  and  the  "BrotKerhoodi  of  the  Hospitali"  in  hi* 
Efttrrmet  Jet  Retahh  de  las  Maravillas,  where  Chanfalta  saj's:  "Yo  senorei 
Rliin  Kjy  Montict,  el  que  trae  cl  rrtablo  dc  laa  marauilla*;  hantne  embiado 
«  llamar  de  la  Cort«  los  gcpores  cofrades  de  los  hospitaler,  porque  no  if 
autor  de  comedias  en  ctla,  y  |>eref:cn  loi  hospitales,  y  con  mi  yda  k  tt* 
mediara  todo."     {Ochu  Comtdiat,  etc^  Madrid,  1615,  fol.  344.) 

*  "Yo  Francisco  de  Olea  doy  fee  ...  en  como  hoy  domingo  39  dias  del  me* 
de  Noviembre  de  1  $79  anos  fue  el  pnmero  dia  que  se  represenrti  cti  el  corral 
que  la*  cof  radias  de  la  Sagrada  Pasion  y  Nucstra  Senora  dc  la  Solcdad  tienen 
en  cita  dicha  villa  en  la  calle  de  Ib  Crui,  en  el  qual  asi  mlsmo  repreientd 
la  primera  vcz  Juan  Granado  y  Galvez,  autores  dc  comedias,  esta  ultima 
vez  que  vinieron  a  esta  corte  sin  que  hubicsen  reprcsentado  en  el  ni  en  otro 
corral  donde  se  acostumbra  bacer  las  dichas  comedias  ocra  vez  desta  postrera 
venida  .  .  .  Francisco  de  Olea.'*  (Pirez  Pastor,  Bull.  Hitfam^ue,  Jan., 
1906,  p.  7S.) 

'Ibid.,  pp.  77,  150.    See  Appendix  A. 

*  Vol.  I,  p.  go. 
'In  1576,  thiee  year*  before  the  building  of  the  Corral  de  Itt  Cruu.  "the 

first  London  theater  properly  so  called,  the  Theatre,  was  built  by  James 
Burbsdge,  one  of  Leicester's  players.  It  was  situate  in  Halliwell  or  Holy 
Well,  in  the  parish  of  St.  Leonard's,  close  to  Finsbury  fields.  In  1577  we 
find  another  theater  called  the  Curtain  erected  close  to  the  Theatre,  both 
being  in  the  same  fieldi."  {FIcay,  Chronicle  Hlttory  of  the  L6ndi>n  Stage, 
p.   37.)      "When   Shakespeare  came   to   Ldndon    {15S6?)    there    were    two 
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and  the  Corral  de  la  Pacheca  now  became  the  favor- 
ite playhouses,  and  were  leased  by  the  most  famous 
auWres:  Ganassa,  Galvez,  Granado,  Saldana,  Jeroiiimo 
Velazquez,  Cisneros,  Alonso  Rodriguez,  Salcedo,  and 
others.  On  October  29,  1580,  all  representations  in 
Madrid  were  suspended  on  account  of  the  death  of  the 
Queen,  Dona  Ana,  and  the  theaters  were  closed  until 
November  30,  1581,  when  Ganassa  and  his  Italian  players  I 
again  appeared  at  the  Corral  de  la  Cruz.^  * 

The  success  of  the  Corral  de  la  Cruz  and  the  desire  to 
be  relieved  of  the  rent  which  they  were  paying  for  the 
Corral  de  la  Pacheca  induced  the  Cofradia  de  la  Soledad  y 
Nimos  cxpositos,  in  1582  (February  19),  to  buy  a  number 

dicaten  in  London  and  its  suburb) ;  the  Tktaire  and  thr  Curtmn,  both  in 
Sborediicb.  In  February,  IS91,  a  third  playhouse,  the  Rotft  was  opened  by 
tb*  maaaRer  PhSLip  Henslawe.  It  was  situated  on  the  Baokside  Id  South- 
wark  and  was  doubtless  the  scene  of  Shakespeare's  pronounced  succcbs  alike 
aa  an  actor  and  dramatist.  In  1594  he  [Shakespeare]  was  contiected  with 
tDOtber  theater  at  Newiaj^ob  Butts  [see  now  Greg,  in  lii'nilauuys  Diary, 
JI,  pp.  71  and  8s]  ;  and  later  (1595-1599)  he  returned  to  the  Thealrt  and 
Cmrttiw.  The  fatter  playhouse  was  kept  up  till  after  his  death,  but  the 
TkfMtrt  wai  torn  down  in  1599,  and  most  of  the  tnateriaU  were  used  by  the 
BnrlMilgct  in  the  erection  of  the  Globe  on  the  Bankside.  From  the  opening 
tt  dUB  theater  until  Shakespeare  gave  up  acting,  it  appears  to  have  been  the 
oaly  oar  [with  the  Blactfriari']  with  which  he  wa«  regularly  connected. 
Tte  Sbirtfriart  theater,  originally  a  dwelling-house  converted  into  a,  theater 
b^  |atnr«  Burbadgc  in  1596,  was  in  the  City,  not  far  from  the  northern 
owl  of  BUcJtfrian  bridge.  The  Timet  building  is  now  on  this  site." 
(CoUter,  H'orki  of  SAakrjprarr,  Vol,  I,  p.  So.)  Between  July  22,  IS96,  and 
April  t7,  '597,  Romto  and  iulitt  was  acted  at  the  Curtain  hy  the  company 
aa  Lofd  Hunsdon's  lervants.  (See  Ordiih,  The  London  Thfitlrft. 
l)  Acoording  to  the  same  writer  Shakespeare's  Henry  f,  was  first 
at  the  CuTlain  in  iS99i  "presumably  by  the  Burbadge-Shake- 
vampany"  {litid.,  p.  S4.)  Ordish  says  that  after  the  accession  of 
1^  in  160},  the  Chamberlain's  company — which  Shakespeare  had 
bvlorc  Christmas,  iS94  {ibid.,  p.  i £9)— acted  only  at  the  Glabe  and 
MUfkftiari,  {Ibid,,  p.  103.)  Greg  suggests  that  Shakespeare  may 
'  been  a  member  of  Lord  Strangers  company  (which  became  the  servants 
ol  B«r«o  liuDsdon.  Lord  Chamberlain,  after  the  death  of  Lord  Stratvge, 
ifeea  EaH  of  Derby,  tn  1594.)  as  early  as  April,  i;9j,  though  Shakespeare's 
RSiDr  d<K9  ikot  occur  in  the  list  of  the  company,  as  he  was  not  a  shareholder. 
{Mmtmt'l  Diary,  Vol.  11,  p.  74.) 

'"l©  N«»l«I»bTe  1581.— Ganasa  represent^  en  la  Cruiy  fue  el  primer  dia 
^■r  hniM  oamedia  despues  de  la  muerte  de  la  relaa  Ana,  *Y  de  todo  el 
l^lo»rfliBiiiiirnto  de  la  comedia,  sin  la  rcprcsentacion  [i.e.,  the  rental  paid  by 
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of  houses  near  the  latter  corral,  In  the  Calle  del  Principe, 
for  which  they  paid  the  owner,  Dr.  Alaba  de  Ibarra, 
physician  to  Philip  II.,  the  sum  of  800  ducats.'     Here 

I  they  built   a   theater   after  the  pattern   of  the    Corral 

I  de  la  Cruz:  this  was  the  Corral  del  Principe,  which,  with 
Na  the  Corral  de  la  Cruz,  were,  after  1584,  the  only  public 

I  theaters  of  Madrid.^  Their  glory,  in  the  annals  of  the 
modern  drama,  is  surpassed  only  by  the  Globe  and  Black- 
friars  in  London.    And  it  Is  a  curious  coincidence  that  the 

\  dramatic  careers  of  the  great  creators  of  the  English  and 
ffc  Spanish  dramas  began  at  about  the  same  time.  Lope  de 
y^Vega,  born  in  1562,  began  to  write  for  the  public  stage 
about  1585.  Shakespeare,  born  in  1564,  came  to  London 
in  I586(?),  and  became  attached  to  one  of  the  theaters. 
Each  rose  to  the  topmost  height  in  the  dramatic  art  of  his 
country,  and  while  the  wide  gulf  that  separates  Shake- 
speare from  his  contemporaries  does  not  exist  in  the  case 
of  Lope  de  Vega,  the  superiority  of  the  latter  among  the 
dramatists  of  his  own  country  is  now  undisputed.  Lope  de 
Vega  had  his  Sessa,  and  Shakespeare  his  Southampton,  yet 
neither  ever  received  aid  or  encouragement   from  his 
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the  players],  se  allegaron  doscientos  y  uienta  realea  y  medio  de  que  cupo> 
la  cofradia  de  la  Soledad  de  la  tercia  parte  que  lleva  Doventa  reAlea  y  cinco 
mararedis,  y  a  la  Pasion  le  cupo  de  lus  dos  tercias  panea  cienco  y  ochenti 
realesy  doce  maravedis.* "    (P^rei  Pastor,  BuU.  HUpanique  (1906),  p.  14S.) 

'"Escritura  de  venta  de  Aoi  parrs  dc  casas  y  carratea  otorgada  por  el 
D'  AlavB  de  Ibarra,  medico  de  S.  M.,  por  fj  y  como  legitimo  admintt- 
trador  de  su  hi  jo  D,  Juan,  cd  favor  de  los  diputadoa  de  Is  cofradta  de  N* 
S*  de  la  Soledad  y  Nifios  exp^sitos,  en  la  calle  del  Principe,  por  precia  de 
800  ducados,  Madrid,  1^  Febrero  ]$Si.— VemA  de  las  dos  lercias  partet 
de  la$  cataa  de  la  calle  del  Principe  que  fueron  del  D''  Alava  de  Ibarra 
otorgada  eti  favor  de  I09  dipytadoa  de  la  cofradia  etc  la  Pasi6n  por  lo* 
de  la  cofradia  dc  la  Soledad  y  Nifioi  expdsitos  en  precio  de  300^000  mara- 
vedisej.    Madrid,  lo  Marzo  ijSi,"     {Ibid,,  p.  151,) 

'  I  prefer  to  use  the  term  Corral  4ti  Prinripr  and  not  Teatro.  because 
Corral  was  the  only  term  applied  to  these  theaters  for  many  years  after 
their  foundation.  Antonio  Armona,  in  his  Memoriat  croHofogieat,  a 
manuscript  in  the  Bihiioteca  Nacional  ar  Madrid^  says  that  these  buUdinp 
l>egan  to  be  called  ttatros  in  j6o8.  They  were  still  called  cotralti  in 
t6ti  {Bull.  Hhf,  (1907),  p.  376>  and  certainly  as  late  a»  the  middle  4l 
the  levettteentli  century.    (Pellicer,  Vol.  I,  p,  to8.^ 
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sovereign.  1  Acre  is  no  proof  at  hand  of  persons 
age  extended  to  Shakespeare  by  either  Elizabeth  or 
James,*  nor  did  Philip  the  Third  or  Philip  the  Fourth  be- 
stow any  favor  upon  Lope.^  Neither  poet  seems  to  have 
been  mindful  of  the  glory  he  had  reaped  in  the  field  of  the 
drama,  while  each  took  a  peculiar  pride  In  his  other 
poetical  compositions.  Shakespeare  polished  the  verse  of 
his  yenus  and  Adonis  and  his  Rape  of  Lucrece,  and  Lope 
kid  the  last  file  on  his  epics  and  sonnets,  while  both 
strangely  neglected  those  works  which  have  since  been  the 
delight  of  mankind.  Lope's  achievement  in  the  drama 
was  too  stupendously  vast  to  receive  much  pruning  or 
revision  at  his  hands,  while  Shakespeare  never  troubled 
himself  about  the  fate  of  his  plays  after  they  were  once 
in  print.  I  cannot  forbear  quoting  the  words  of  Collier  in 
this  regard:  "Shakespeare  probably  superintended  the 
passage  through  the  press  of  his  two  poems,  Venus  and 
Adonis  and  Lucrece,  but  it  is  our  conviction  that,  as  far 
as  regards  any  of  his  plays,  he  never  corrected  a  line  of 
them  after  they  were  in  type.  Even  with  respect  to  the 
two  dramas  that  with  most  show  of  probability  may  be 
•aid  to  have  been  published  entire,  in  order  to  check  the 
sale  of  imperfect,  mutilated,  and  surreptitious  copies— 
Romeo  and  Juliet  and  Hamlet— wt  feel  persuaded  that 
their  author  was  in  no  way  instrumental  in  the  issue  of  the 
more  authentic  copies,  .  .  .  After  his  plays  had  answered 
their  purpose  on  the  stage,  he  seems  to  have  been  utterly 
reckless  of  their  fate."  * 

'Ward,  HhtoTf  of  Engliih  Dramatic  Liifrature.  London,  1899,  Vol.  I, 

r.$oi. 

*Thu  taioncnt  must  b«  mildly  qualilitd  in  view  of  a  document  recently 
b^  Dr.  Criitobal  Viiez.  Pastor,  Bulletin  Hitpanigue  (190R),  p.  253: 
ei>  que  M  pagueo  a  Lope  de  Vega  Carpio  ciento  y  clncuenca 
dr  tfat  )i  Reyna  Nuestra  Senora  le  hizo  merced  por  el  servicio  que 
It  kias  <le  la  comedia  de  El  frlloeino  dorado,  y  cmd  st  pa^ari  por  dondc  se 
TI'r*Tin*****'  P*f*f  CtMll  dcite  ^rnero.  Dio*  p^iardr  a!  Sr.  Contrdlor. 
M.a4rid,  I  de  Novictnbre  1616.  —  El  duque  y  condc  de  Bcnavcntc.  (Arch. 
de  Palaciai^SapMfaculoi  publicof  y  privados,)"  But  even  here  it  wit!  be 
I  mt»  diu  the  flttni  was  granted  by  Philip  the  Fourth'i  younK  queen. 
K      *  Mtmeirt  •/  Acttri,  pp.  66,  £7. 
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"If  any  one  should  cavil  about  my  comedias  and  think 
that  I  wrote  them  for  fame,  undeceive  him  and  tell  him 
that  I  wrote  them  for  money." '  So  wrote  Lope  in  the 
autumn  of  1604.  From  all  that  we  know  of  Shakespeare, 
it  is  clear  that  his  plays  also  were  written  merely  for 
money,  and  that  for  him  they  had  no  further  interest  save 
the  profit  to  be  derived  from  them.  Lope  de  Vega,  indeed, 
in  his  later  years,  when  he  realized  that  his  chief  claim  to 
be  remembered  by  posterity  lay  In  his  comedias,  did  make 
an  attempt  to  correct  his  plays  for  the  press,  and  beginning 
with  Part  IX  (1617),  they  were  printed  under  his  super- 
vision,^ 

On  the  other  hand,  Shakespeare's  indifierence  to  the 
fate  of  his  plays  continued  till  the  end  of  his  life.  The 
Tempest  was  probably  the  latest  drama  that  he  completed, 
and  it  was  written,  as  it  appears,  early  in  161 1 — at  all 
events,  it  jwas  well  known  in  the  autumn  of  that  year. 
Moreover,  Lee  says:  "While  there  is  every  indication  that 
in  161 1  Shakespeare  abandoned  dramatic  composition, 
there  seems  little  doubt  that  he  left  with  the  manager  of 
his  company  unfinished  drafts  of  more  than  one  play  which 
others  were  summoned  at  a  later  date  to  complete.  His 
place  at  the  head  of  the  active  dramatists  was  at  once  filled 
by  John  Fletcher,  and  Fletcher,  with  some  aid  possibly 
from  his  friend  Philip  Massinger,  undertook  the  working 
up  of  Shakespeare's  unfinished  sketches.*'^ 

Shakespeare  lived  five  years  after  this  date,  in  retire- 
ment at  Stratford.  We  are  told  that  until  16 14  he  made 
frequent  v^Isits  to  London,  but  he  does  not  seem  to  have 
had  sufficient  regard  for  his  plays  to  revise  and  correct 
them.  He  continued  to  draw  his  income  from  them,  and 
in  his  quiet  days  at  "New  Place"  his  thoughts  must  often 

'See  my  Life  of  Lope  de  Vfga,  Glasgow,  19041.  P-  »S4t  note, 
'  In  the  following  year,  in  Part  XI  of  hia  ComeMaj.  Lope  gives  the  nuiB~ 
ber  of  ptay«  he  had  then  writtca  as  eight  hundred. 
'Sidney  Lee,  Shaketpesr^s  life  and  /Fort,  p.  1^5. 
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have  reverted  to  the  scenes  of  his  great  dramatic  tri- 
ainphs,  yet  he  allowed  the  plays  on  which  his  great  fame 
rests  to  go  through  the  world,  not  in  the  perfection  in 
which  they  issued  from  his  pen,  but  lame  and  halt  and 
disfigured,  as  chance  might  change  and  shape  them,  re- 
gardless of  their  fate.^  So  there  is  some  justification,  it 
would  seem,  for  Pope's  couplet  on  Shakespeare: 

For  gain,  not  glory,  wingM  his  roving  flight, 
And  grew  immortal  in  his  own  despite. 

While  it  has  not  been  without  interest,  perhaps,  to  thus 
p<Nnt  out  coincidences  and  parallels  in  the  careers  of  the 
two  greatest  dramatic  geniuses  of  the  modern  stage,  the 
comparison  closes  with  a  contrast.  Lope  de  Vega  was  a 
priest,  Shakespeare  an  actor,  —  almost  the  two  extremes  of 
the  social  scale  in  their  day.  Lope  was  the  lion  of  Madrid, 
the  "Phenix  of  Spain,"  whose  fame  had  spread  far  and 
wide,  and  whom  men  came  from  distant  lands  to  see. 
Shakespeare  enjoyed  no  such  renown  among  his  fellow- 
ccnintrynien.  In  the  fullness  of  his  powers,  at  the  age  of 
forty-seven,  he  withdrew  from  the  theater,  well  provided 
with  the  goods  of  this  world,  to  lead  a  life  of  ease  and 
retirement  in  the  quiet  of  his  birthplace.  Lope  remained 
in  harness,  a  veteran  of  seventy-three,  battling  till  the  end, 
on  the  scene  of  his  early  triumph's.  His  generous  hospi- 
tality, his  unstinted  charity,  kept  his  purse-strings  ever 
open,  and  the  last  years  of  his  life  found  him  often  de- 
pendent upon  his  patron  for  the  necessities  of  his  humble 
household. 


In  1582,  as  we  have  seen,  the  second  of  the  famous  thea- 
ter* of  Madrid— the  Corral  del  Principe— wzs  erected  in 

'"He  ■l!owed  m»*t  manfcled  and  deforni^d  copitt  of  leveral  of  hit  great  • 
«•!  trorfo  ta  bf  circul»tcd  (or  many  ycfiM,  und  did  not  rhink  it  worth  whilf 
•»  rxpoae  ibe  fraud,  wbich  reraaioed  in  several  cases  uodetected,  as  far  as 
iW  CT«ai  body  of  (he  public  was  concerned,  until  the  appearance  of  the 
lalio  of  lUj."     (Collier,  Shakeiftar^i  Wetkt,  Vol.  f,  p.  141,) 
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the  Calle  del  Principe.  The  deputies  of  the  brotherhoods 
seem  to  have  proceeded  with  great  circumspection  in  the 
building  of  this  new  theater.  An  expense-book  was  kept, 
and  the  work  was  begun  on  Monday,  May  7,  1582.  Of 
these  building  expenses  the  Cofradia  de  la  Pasion  paid 
two  thirds  and  the  Soledad  one  third,  just  as  they  shared 
the  profits,  the  former  contributing  200  ducats  and  the 
latter  100  ducats  toward  the  expense.  Pelllcer  gives  the 
following  description  of  the  theater:  "A  platform  or  stage 
was  built,  a  green-room,  raised  seats  {gradas)  for  the 
men,  portable  benches  to  the  number  of  ninety-five,  a 
gallery  for  the  women,  stalls  and  windows  with  iron  grat- 
ings, passageways,  and  a  roof  to  cover  the  gradas.  Finally 
the  patio  was  paved  and  an  awning  was  stretched  over  it 
which  protected  against  the  sun,  but  not  against  the  rain." 
Four  stairways  were  also  erected,  "one  to  ascend  to  the 
women*s  gallery,  with  its  balustrade  of  brick  and  plaster, 
its  wooden  steps  and  its  partitions  of  plaster  around  the 
lower  part,  and  the  same  above,  so  that  the  women  who 
went  up  the  said  stairway  and  were  in  the  balcony  could 
not  communicate  with  the  men,"  etc.^  In  addition  three 
other  stairways  were  built,  '^ascending  to  the  seats  of  the 
men  [in  the  galleries?]  and  to  the  green-room  {vestua- 
riQ)^^  and  also  a  stall  or  box  in  the  corral,  whereby 
women  entered  to  a  window  which  looked  upon  the  stage," 

'Andres  Aguado  [the  builder  of  the  theater]  "se  oblig^  A  hacer  quatro 
eicaieraa,  una  para  aubir  al  corredor  de  Laa  mugerea,  con  sua  pasamanoi  de 
ladrillo  y  yeso,  y  bus  petdanos  dc  madera  labrados,  y  sus  cerramientos  nl 
rededor  de  yew  por  la  parte  de  abaio,  y  por  ta  de  arriba  nl  mas  ni  mcoot, 
de  manera  que  laa  mugcrcs  que  aubiesen  por  la  dicha  escalera  y  cstuviesea 
en  el  dicho  corredor,  no  se  puedao  comynicar  con  lo»  hombres:  y  de  la 
Bieania  manera  otrat  tres  por  donde  se  »ube  &  los  asientos  dc  los  hombres  y 
al  vestuario:  y  asitnesmo  iin  aposento  en  el  Corral  por  donde  entran  las 
fnugeres  para  una  ventana  que  cae  al  dicho  Teatro  ...  y  urn  tejado  a  do* 
aguas  encima  de  la  dicta  ventana  hasta  el  caballete  del  tejado  del  aposento 
de  la  calle."     {Tratado  Historice,  Vol.  I,  p.  6S.) 

'  From  thii  it  appears  that  the  green-room  was  on  the  floor  aboTc  the 
stage.  If  this  were  so,  a  change  must  have  been  made  later,  for  an  exam- 
inatioiv  of  the  comedias  of  Lope  de  Vega  shoi^s  tbat  the  veslusria  must 
have  been  at  the  back  of  the  stage  and  00  bvtti  sidet  of  it,  i.e.,  00  the 
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So  impatient  was  the  public  for  these  spectacles  that  the 
theater  was  opened  before  its  completion,  on  Septemberj^ 
21,1 583,  when  [Antonio?]  Vazquez  and  Juan  de  Avila  rep-l^ 
resented  therein.'    The  proceeds  of  this  performance,  in.-* 
eluding  the  ten  reals  paid  by  the  players  for  the  rent  of  the 
theater  for  that  day,  amounted  to  seventy  reals, "for  neither 
the  gradaif  nor  the  ventanns,  nor  the  corredor  were  yet 
finished"     [Ibid,,  p.  69,)    Adjoining  the  Corral  del  Pritt- 
dpe  on  one  side  was  the  house  of  Doiia  Juana  Gonzalez 
Carpio,  afterward  the  wife  of  Francisco  Alegria,  one  of 
the  lessees  of  the  theaters  of  the  city.    To  Dona  Juana  thel 
brotherhoods  paid  one  hundred  ducats  annually  for  allow-  ^ 
ing  a  passage  to  be  made  through  her  house  for  a  women 'si  /4 
entrance  to  the  theater.    Payment  was  made  by  giving  herl  ^ 
two  oposentoi,  one  in  the  Cru-:^  and  one  in  the  Principer] 

The  proceeds  of  a  single  representation  at  this  time 
generally  amounted  to  about  three  hundred  reals,  after 
deducting  expenses.  Seeing  the  large  pecuniary  gains  de- 
rived by  the  two  fraternities  from  the  theaters,  the  Council 
of  Castile  in  December,  1583,  decreed  that  the  General 
Hospital  of  Madrid  should  henceforth  have  a  share  in  the 
proceeds.  Besides  the  charge  for  admission  to  the  theater 
or  corralei,  the  privileges  for  the  sale  of  water,  fruit, 
al&ja,  and  confections  were  an  additional  source  of  income 
to  the  fraternities.^ 

Schaclc'  gives  the  following  description  of  the  corralei 
or  theaters  of  that  time  : 


I 


.  Set  mj  article  "On  ftt  Staging  of  Lope  de  Vtga'i  Cotnedias,"  in 
Ac  Mf^m*  HisfAmque,  1907.  Concerning  the  CoHsto  of  Seville,  Sr. 
Svachra-Arjofia  (p.  15a)  layi:  "En  su  ortgen  el  v^fiuario  del  CoHjeo 
•Maba  liadando  con  ta  ca»a  de  D,  Diego  Divaloi,  y  las  puertaa  que  dabati 
paas  i  tot  ctpcctadorc*  muy  prdaiiBai  al  tablado  y  vnluario." 

'Pcrikcr.  Vol.  I,  p.  69. 

*  ikid.,  p.  7a, 

*TWprivilegeof»ellrrig  water,  fruit,  etc,  in  the  two  theaters  of  L&  CruK 
aatf  £t  Primtipt  wat  granted  to  Francisca  Briceno  on  March  33,  (587;  he 
paying  on  rach  day  thai  a  comedia  wai  actrd  five  reaU  for  each  theater, 

tBBti)  S(.  Mich**!'*  day  of  the  »aid  year.     (Pellicer,  Vol.  1,  f,  8z.) 
•  Gttchitktf,  etc.  Vol.  I,  p,  369. 
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The  corrahs  were,  as  we  have  said,  court-yards  where  the  backs 
of  several  houses  came  together.  The  windows  {i'tnt^nm)  of  the 
surrounding  houses — provided,  as  is  the  Spanish  custom,  with  iron 
railings  or  latttcework,  and  then  called  rejas  or  ceiosias — served  as 
boxes  or  stalls;  a  much  larger  number  of  these  windows  than  origi- 
nally existed  in  the  buildings  were  especially  constructed  for  this 
purpose.  If  these  boxes  were  situated  in  the  upper  stories,  they 
were  called  desvanes  (attics)  ;  the  lowest  row  of  windows  above  the 
ground,  however,  were  called  aposentas.  a  name  that,  in  a  wider 
sense,  seems  also  to  have  been  applied  to  the  desvanes.  These 
aposenlQi  (apartments  or  rooms)  were  really  spacious  rooms,  as 
the  name  implies.  The  windows  were,  like  the  houses  to  which 
they  belonged,  sometimes  the  property  of  others,  and  if  not  rented 
by  the  fraternities,  were  entirely  at  the  disposition  of  their  owners, 
who,  however,  had  to  pay  annually  a  specified  sum  for  the  privilege 
of  seeing  the  plays  from  them.'  Beneath  the  afiosentos  was  a  row 
of  seats,  raised  like  an  amphitheater,  and  called  gradas;  in  front  of 
these  was  the  patio,  a  larger  open  space  whence  the  vnlgo  saw  the  play 
standing.  In  front  of  the  palm,  and  nearest  the  stage,  stood  rows 
of  benches  called  buncos,  presumably  also  under  the  open  sky,  like 


>\ 


'  In  ]6jj  permlssidn  was  given  to  Dan  Radrigo  de  Herrera  to  open  I 
window  looking  into  tlie  Corral  Jri  Princijff,  he  paying  to  the  lessees  of 
the  theater  ihe  sum  of  thirty  ducjits  (330  reales  vellon)  annually.  (Pellieer, 
Vol.  I,  p.  70;  Sepulveda,  Ei  CorTal  df  la  Packrca,  p.  89,)  This  privilege 
was  also  granted  in  the  same  year  10  Don  Pedro  de  Aragon,  who,  having 
purchased  in  <he  Calle  del  Principe  a  house  which  already  had  two  a^o- 
stnt<i$  lookln)^  upon  the  Corral  de  las  ComeJiaj.  wished  to  open  another 
window  between  the  two,  (Sepulveda,  p.  90.}  This  notice  is  interesting 
in  view  of  a  picture  published  by  Sepulveda  (p.  tS),  representing  the 
Teairo  dfi  Prindpe  in  1660.  I  do  not  know  the  provenantx  of  this  picture, 
but  it  corresponds  in  every  detail  to  the  description  in  the  text  as  given  hy 
Schaclc.  It  repTetems  a  rectangular  space  inelosed  on  the  two  longer  •ides 
by  houses  with  grated  windows,  and  with  a  raised  stage  occupying  the 
further  end.  The  whole  space  is  open  to  the  sky,  etcept  th«  portion  ovef 
the  ttiige  and  extending  some  distance  beyond  tt,  which  is  covered  hv  a 
canvas  awning.  In  the  middle  space  or  pit  are  a  number  of  benches,  whi^ 
'  cover  about  half  the  ground  immediateh*  in  front  of  the  stage.  The  rest 
of  the  open  space  or  patio  is  free,  and  is  the  place  from  which  the  ground- 
lings or  mosqueteroi  saw  the  play,  while  standing.  On  the  left,  beginning 
level  with  the  ground,  are  rows  of  terraced  feats — the  graJtu  nactstinned 
above.  These  are  protected  by  a  small  roof  supported  by  pillars.  Tbe»e 
•eats  were  partitioned  off  from  the  pit.  The  stage  teems  to  have  had  t 
slightly  projecting  roof.  Of  course  the  women's  gallery  {c&tmla}  do» 
not  appear  in  the  picture. 
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t patio,  or  protected  only  by  a  canvas  covering.  The  grsdas  were 
andcr  a  projecting  roof  at  the  sides.  In  the  rear  of  the  corrahs, 
Le^  in  the  part  furthest  from  the  stage,  was  the  gallery  set  apart 
tef  women,  especially  of  the  lower  closes,  and  called  the  caxuela 
or  newpan,  also  called  corredores  de  las  mug f res  or  gallery  for 
womeo.     The  more  refined  women  patronized  the  apoientos  or 


I 
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Women  were,  apparently,  no  less  eager  to  see  a  comedia 
than  men,  and  when  Jeronimo  Velazquez,,  in  February,. 
15&6,   determined  to  give  a  morning   performance   forj 
wcxnen  only,  no  less  than  seven  hundred  and  sixty  flockec 
to  the  theater,  but  on  hearing  of  this  the  Council  of  Castile\ 
stopped  the  performance  and  confiscated  the  proceeds  for 
the  benefit  of  the  hospitals. 

We  have  seen  above  (p.  33,  n.  4)  that  representations 
continued  in  the  older  corrales  even  after  the  new  theaters 
—the  Ctuz  in  1579,  and  the  Principe  in  1583— had  been 
opened.  On  February  i,  1584,  according  to  Pellicer,^ 
Saldana  performed  in  the  Corral  de  Puente,  Cisneros 
in  the  Cruz,  and  Ganassa  in  the  Corral  del  Principe,  and 
on  Sunday,  February  5,  Ganassa  appeared  in  the  Principe, 
Velazquez  in  the  Cruz,  and  Cisneros  in  the  Corral  de\ 
Puente,  It  seems  to  result  from  a  document  published  by]  . 
PclUcer'  that  before  1587  all  the  other  corrales  had|)\ 
passed  out  of  existence,  except  the  Corral  de  la  Cruz  and 
the  Corral  del  Principe.  The  success  of  Ganassa  and  his 
Italian  company,  to  which  we  have  already  alluded,  doubt- 
less induced  other  Italian  players  to  visit  Spain.  Ganassa 
lud  appeared  in  the  Corral  de  la  Cruz  on  February  23, 

'  Mtlo&r.  ipcaking  of  the  London  tKeaters,  sayi:  "What  vra»  called  the 

pk  im  Ae  private  tbeateri,  tike  the  onr  in  Blackfrtam,  yras  caMed  the  yard 

!■  dw  poblic  ont*,  a*  the  Globe.    The  farmer  theaters  were  inclosed  by  a 

1  ih*  Ueier  were  open,  except  the  ttage,  which  was  covered  by  a 

roof.     Id  the  jl^if  were  benchea  for  the  spectators,  while  in  the  yards 

llinjca  stood.'*     {tiittorkai  Account  of  the  Engluh  Stage,    See 

»lw  Collier,  Amnah  vf  t/it  Stage.  Vol.  Ill,  p.  ]}s.) 

•  Vi»l.  1,  p.  So. 

■y*i/.,  p.  ti. 
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1582.  Four  days  afterward,  on  February  27,  we  find  a 
notice  that  Ganassa  did  not  represent  because  he  had  been 
put  in  prison.^  On  June  29,  1582,  we  find  that  '*an  Italian 
performed  acrobatic  feats  in  the  Pacheca  and  continued 
performing  with  his  tumblers  until  St.  James'  day,"  and  on. 
August  24,  1582,  ios  Jtaiianos  nuevos  represented  a 
comedia  at  the  Pacheca.^  They  again  appeared  on  Sep- 
tember 29  and  30,  on  October  17  and  18,  and  on  Novem- 
ber 1.  From  the  fart  that  they  are  called  "the  new  Ital- 
ians," it  is  very  probable  that  this  company  was  not 
Ganassa's.  In  1587  and  1588  we  find  another  company 
of  Italian  actors  in  Madrid  (or  was  it  the  company  of 
1582?)  under  the  management  of  the  brothers  Trtstano 
and  Drustano  Martinelli.'  This  is  undoubtedly  the  Italian 
company  that  was  performing  at  the  Corral  del  Principe 
in  November  and  December,  1587,  and  for  some  time 
thereafter.  Lope  de  Vega  was  a  frequent  visitor  at  this 
X]J  time  to  these  plays  by  the  "Italians,"  or  the  "Comcdta  of 
the  Harlequin."^ 

It  is,  moreover,  very  probable  that  in  his  early  career  as 
a  dramatist  Lope  was  much  influenced  by  the  commcdie 
dell'  arte  which  he  saw  represented  by  these  Italian 
companies.  The  name  of  the  male  lover  in  these  com- 
medii,  Fulvio,  Valerio,  Ottavio,  Leandro,  Fabrlcio,  Cin- 
thio,  etc.,  and  of  the   female  lover,  la  comica  accesa, 

'See  Appendix  A. 

*  tt  is  not  likely  thai  two  comptniej  of  iMliani  were  acting  in  Mtdrid  at 
the  trnme  time,  and  I  presunir  that  these  italian«t  ntuvoi  were  the  lanie 
AS  the  company  called  toi  CorUtet  (i  Cortrsi),  who  represented  in  the 
Pmfkte*  on  August  26,  153s,  and  a^ain  on  September  3,  i,  9,  i£,  3.1,  ij,  29, 
and  JO,  and  at  various  titnea  down  to  November  t$  at  the  aarae  y«ar. 
{Bntlrtim  Uitfaniqu*  (190^),  p.  tji.    See  Appendix  A,  under  year  1582.) 

'  D'Ancona,  Orijiini  dtl  T*Atro  Uaitana^  Vol.  II,  p.  479.  Druslano  Mar- 
ttnelli  waa  in  England  with  a  companT  of  players  in  )S77.  Collier  aayiT 
**Tlier«  was  an  Italian  cvmmtdUnU  named  Drousianoi,  and  his  dxapwaj, 
in  London,  in  Jantian-,  i577-7(.  The  nature  of  thetr  performances  ia  not 
anywhere  stated,  but  it  it  pomvble  that  they  might  represent  some  extem- 
porr  ctHncdies."    (.faisW/  »/  IjI^  Sttgt,  Vol.  Ill,  p.  J9S,  note.) 

'Rennert,  tjf*  •/  l*P*  </'  Vtgm,  pp.  178.  Dnisiano  Maninelli  was  a 
fmmoui  drtnrkim;    CSm  D'Aaama,  Oripm  Jtl  Teatrp  lutiaKs,  Vol.  II, 
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'^Ice  below,  p.  14J.    That  both  Drusiano  and  Triitano  Martinelli  were 

I  thJ*  and  the  following  year  it  «hown  by  a  tetter  which  the 

wrate  to  hii  mother,  dated  Au^tt  tS,   t5S8,  m  which  he  >ayi: 

"ScsrmM   tutto   queit'   »nno  qui    in   Spagna."      (Ra«i,   /   Comiri  Italiani, 

finasr,  1I97.  Vol.  II,  p.  lOf.)     Pot  hit  wife  Angela  or  Angelica,  »ee  alio 

Md^  p.  i4. 

*  Orighd  dtt  Tmtrti  Haliano,  Vol,  tl,  p.  479. 


Isabella,  Lucinda,  Leonora,  etc.,  we  find  very  frequently  in 
the  comedias  of  Lope.  Besides,  there  is  much  similarity  ia 
the  situations  in  many  of  Lope's  comedias  de  capa  y  espada, 
or  comedies  of  intrigue,  and  the  ordinary  commedia  dell' 
trte.  In  the  Utter  they  recur  from  piece  to  piece  with  in- 
considerable changes,  each  with  the  same  mistakes,  the 
same  quarrels,  the  same  night  scenes,  where  one  person  is 
taken  for  another  in  the  darkness;  the  same  misunder- 
standings— scene  equivoche^^  etc. 

Lope  de  Vega,  seeing  these  plays  almost  daily,  at  the 
very  beginning  of  his  dramatic  career,  could  hardly  have 
failed  to  be  influenced  by  them.  Indeed,  Clemencin  re- 
marks that  the  comic  figure,  Trastulo,  in  these  farces  of 
the  Italians  may  have  suggested  to  Lope  the  character  of 
the  gradoio.^ 

One  of  the  members  of  MartinelH's  company  whom 
Lope  saw  in  1587  was  undoubtedly  the  "Madama  An- 
gelica.," wife  of  Drusiano,  a  celebrated  actress  and  at  that 
time  a  member  of  the  company  called  /  Confidenti.^  In  a 
letter  of  Drusiano  MartinelH,  published  by  D' Ancona,*  he 

P>-  447.  *D(i  Scherillo,  La  Commtdta  dtli'  Arte,  in  La  Fiia  Itaiiana  ml 
S*iermi».    Milano,  1(9$,  p.  475.) 

*  See  Ibtantiius.  Hiitory  of  Theatritat  Art.  Vol.  II,  p.  338. 

•Cemnte*.  jD*«  Quixote,  ed,  Clemencin,  Madrid,  iBjj,  Vol.  IV,  p.  ixS, 
■ate.  See  alio  hi*  very  interesting  bote  on  the  boka  oi  the  comedia,  ibiJ,, 
p.  i^.  That  Lope  de  Vega  wa«  an  aaiiduovi  visitor  of  the  theater,  care- 
fully obaerving  the  nriklng  situatioas,  is  also  asserted  bjr  Ricardo  de 
Tofis  w  kit  A fiaUgetice  de  lat  Comediat  Etpanolax,  prefixed  to  the  Sorte 
d*  Im  fuetia  ei^anela,  Valencia,  1616.  He  aays:  "El  Principe  de  los  Poetas 
Cmmoot  de  ntiestrot  tiempoa,  y  aun  de  los  pasados,  et  famoso  y  itunca 
bacB  eeleitrado  Lope  de  Veijra,  Sucle  oycndo  sii  Comedia*  tuyas  como  agenas, 
■dMiilii  1m  pasos  que  hazen  toarauitla  y  grangean  aptauso;  y  aquelloi 
tropropios  iroita  en  todo,  buscandose  ocasiones  en  nueuai  Co- 
de fuente  perenne  nacen  iucetablemente  de  fu  fcrtilisiimo 


^ 
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signs  himself  "husband  of  M?  Angelica,"  and  from  an- 
other  letter^  it  appears  that  M?  Angelica  was  quite  as  frail 
as  most  of  her  sister-actresses.  In  a  document  of  1587' 
her  name  is  given  as  Angela  Martineli ;  she,  Angela  Salo- 
mona,  and  La  Francesquina  (Silvia  Roncagli)  seem  to 
have  been  the  only  women  then  in  the  company  of  the 
Confidenti.* 

*  Origim  del  Teatro  ItalUno,  Vol.  II,  p.  533. 
'  See  below,  p.  143. 

*Pirez  Pastor,  Nuevot  Datot,  p.  ai.    Thii  company  had  been  in  Pari* 
in  1584-S5.    (Moland,  Motiire  *t  U  Cvmidie  Italitnne,  p.  41.) 
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CHAPTER  III 


The  corraUt  of  Seville.    Las  Atarazanss,    La  Aicoha.    San  Pedro. 
The  Huerta  de  Dona  Elvira.    The  Catiseo.    La  Monteria. 

Turning  now  to  another  city,  to  Seville,  we  find  more 
detailed    information   concerning  the  public  theaters   or 
corraUs  than  was  available  in  the  case  of  Madrid.     In 
Seville^  as  already  noted,  corrales  seem  to  have  been  estab- 
lished at  about  the  same  time  that  we  first  find  them  in 
Madrid.     The  Corral  de  Don  Juan  was  in  existence  as 
nrly  as  1575;  here  the  Italian  Ganassa  performed  in  that 
year,  "and  those  who  went  to  sec  the  comedias  of  Ganassa 
in  the  Corral  de  Don  Juan  paid  an  entrance  fee  of  half  a 
real;  a  real  for  each  chair  {stlla)  and  a  cuartillo  {=J4 
real)  for  each  seat  on  the  bancos"  *    In  1578  the  Corral 
it  las  Atarazanas  was  built,  followed  by  that  of  the  Huerta 
it  la  Alcoha  and  the  San  Pedro   (the  latter  apparently 
ceased  to  exist  after   1610],  besides  one  mentioned  by 
Rodrigo  Caro,  which  was  in  the  Collacion  de  San  Vicente, 
Md  lastly,  and  perhaps  the  most  famous  of  all,  that  of 
Dowtf  Elvira?    During  the  seventeenth  century  two  others 

'Suiclliri-Ar)Of)B,  Analei  dtl  Teatra  en  Sfviila,  1898,  p,  51.     From  this 
**Tk  the  account  in  this  chapter  it  taken. 

TImk  were  other  corratet  in  Seville  besides  those  here  inentioned,  ac> 
Orfiai  to  Sanchw-Arjona.  "Mateo  de  Saicedo  y  Juan  Cano  arrendaron 
■•  Ifao  Dli»  iraiM  que  hubieron  de  «ervir  de  poaada  para  los  coraedjaDtei, 
T  B)  eu^' patio  hlcitton  iit>  icatro  coa  alguDO»  apoaentcra  de  tablas,  'sin 
WlllUlcta  que  ta  trabazan,'  y  los  autorct  que  vrniaa  i  Sevilla  ^negociabaa 
(VncBtar  tu<  comedias  en  el  dicho  teatro  y  casa  de  Saicedo,  fia  habcr 
wUe  etra  licenda  de  la  Ciudad.' "  Besides  this  corral  there  were  "las 
Oni  4tt  colisea  del  Duqut  de  Medina  Stdonia  (situadaa  en  la  plasa  del 
''*»«}'*  and  "el  corral  de  Saa  Pablo,  proKimo  sin  duda  a  I  convento  de 
■kMObve,  de  cuyot  cdrralrs  00  leoemos  mil  notidns  que  tsta  ligeri  refe- 
t*    {iUd..  pp.  joa,  soj.) 
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were  built:  the  Coliseo  and  La  Monteria,  ''notable  for 
their  construction  and  famous  in  the  annals  of  the 
theater." 

"With  the  establishment  of  fixed  corrales  de  comedias," 
says  Sanchez-Arjona,  "as  well  in  the  capital  as  in  Seville 
and  other  cities  of  importance,  and  with  the  increased 
fondness  of  the  people  for  theatrical  representations,  the 
number  of  professional  actors  also  continued  increasing, 
and  as,  down  to  this  time,  those  who  furnished  the  text  for 
the  autos^  also  represented  them,  or,  at  all  events,  in- 
trusted their  representation  to  persons  who  were  not  pro- 
fessional players,  from  this  time  there  began  to  take 
charge  of  these  representations  autores  de  comedias^  as  the 
chiefs  or  directors  of  the  companies  were  called,  and  a 
distinction  was  established  between  the  writer  and  the 
player."^ 

Of  the  Corral  de  Don  Juan  nothing  seems  to  be  known 
beyond  the  fact  just  stated,  that  Ganassa  acted  therein 
with  his  company  of  Italians  in  1575.^  The  Corral  de  las 
Atarazanas,  which  was  built  in  1 578,  was  of  wood  and  was 
constructed  by  Diego  de  Vera,  le^ec  of  the  huerta  de  las 
Atarazanas,  at  a  cost  of  two  thousand  ducats,  upon  a  spot 
once  occupied  by  a  rubbish-heap  in  the  huerta.  It  passed 
out  of  existence  in  1585,  when  a  mint  was  built  on  Its  site. 
On  petition  to  the  cit^,  the  builder  and  lessee,  Diego  de 
Vera,  who  had  had  a  lease  for  eighteen  years,  at  an  annual 
rental  of  15a  ducats,  was  permitted  to  erect  a  new  corral 
with  the  wood  and  materials  of  the  old  one,  in  the  huerta  de 


^  The  word  auto  wi*  firsi  applied  to  any  and  every  play;  then,  the  mean- 
ing  becoming  narrower,  an  auto  was  a  religious  play,  rewmbHiig  the  me- 
dieval Nfysteriei  (Gil  Vicente's  Auto  de  San  Mariinho  is  probably  the 
earliest  piece  of  this  type).  Finally,  a  far  more  special  sense  was  developed, 
and  an  auto  taframentat  came  to  mean  a  dramatized  exposition  of  the  Mys- 
tery of  the  Blessed  Eucharist,  to  be  played  in  the  open  on  Corpus  Chritti 
day.  (Fitzmaurke-Kclly,  History  of  Spamsh  Litfrature,  p.  337.) 
^Anaitt  dft  Teatro  en  SevUla,  p.  s*,  mf>  anno  IS75.  See  above,  p.  jj, 
'  It  stood  upon  the  site  of  what  is  to-day  the  Iglesia  de  los  Menores,  and 
derived  its  name  from  its  owner,  Don  Juan  Oniz  de  Guzman.    {tbid.,-p.  51,} 
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ORRAL  DE  DONA  ELVIRA 

la  Alcoha,  likewise  upon  a  spot  that  had  once  been  a  dung- 
heap.  It  was  in  the  Corral  de  las  A tarazanas  that  two 
comedias  by  Juan  de  la  Cueva,  La  Liberiad  de  Espana  pot 
Bernardo  del  Carpio  and  La  Libertad  de  Roma  por  Mucio 
Scevola,  were  first  performed,  the  former  by  Pedro  dc 
Saldana,  the  latter  by  Alonso  de  Capilla.' 

The  Corral  de  Dona  Elvira  was  in  existence  as  early  as 
157^,  for  in  that  year,  according  to  the  same  writer,  three 
plays  by  Juan  de  la  Cueva  were  first  represented  therein 
by  the  company  of  Alonso  Rodriguez.  Their  titles  are: 
La  Muerie  del  Rey  Don  Sartcho  y  Reto  de  Zamora  por 
D.  Diego  Ordonez;  El  Saco  de  Roma  y  Muerte  de  Borbon 
y  Coronacion  de  nuestro  invicto  Emperador  Carlos  V.,  and 
the  tragedy  Los  siete  Infantes  de  Lara.  Besides,  the  fol- 
lowing four  plays,  also  by  Juan  de  la  Cueva,  were  repre- 
lented  this  year  in  the  same  corral  by  the  company  of 
Pedro  dc  Saldana :  El  Degollado,  El  Tutor,  La  Constancia 
de  Arcelina,  and  the  tragedy  La  Muerie  de  Ay  ax  Telamon 
iobre  las  armas  de  Aquiles,  in  which,  Cueva  says,  Saldana 
played  the  part  of  Ajax  admirably.* 

The  Corral  de  Dona  Elvira  was  situated  in  the  parish 
of  the  Sagrario,  near  the  residence  of  the  Count  of  Gelves, 
at  the  mouth  of  the  Borceguineria,  with  an  entrance  through 
two  small  streets  (callejas)  near  the  Plazueta  del  Pozo 
Seco*  The  corral  was-  so  called  because  it  was  built  on 
the  property  of  Dona  Elvira  dc  Ayala,  wife  of  the  admiral 

^Saackex-Arjnna,  p.  60. 

*  Jkid^  p.  64.  Thii  eorrai  nat  originally  called  La  Huerla  de  Dona  Elvira. 

*  It  OMy  Boe  be  without  interest  to  note  that  in  1619  (and  daubtUaa  before 
tUl)  tllc  Corral  dt  Dona  Elvira  betonged  to  the  Counts  of  Celves,  lo 
4mH  yof  there  was  aonie  litigation  concerning  thii  corral,  and  the  Count 
•f  IjnUft  ia  roeDtioDcd  ai  adminiiiratot'  (curador}  of  "la  condesa  de 
■rihta  4o6a  Cacalina  de  Porrugal."  {Ibid.,  p.  196.)  Dona  Leonor  de 
MBai^  wife  of  D.  Alvaro  de  Portugal,  second  Count  of  Gelves,  was  the 
Mwfmkj  of  Pernaado  de  HerTera's  versei,  whom  he  celebrates  under  the 
9am*  "Imw."  She  died  either  «honly  before  or  after  September  19,  1^81, 
ikr  date  of  her  husband'*  death.     Their  eldest  son,   D.  Jorf^e  Alberto  de 

ptl,  bora   in   t56£,  died  in  1589,  "sans  laiaier   de  posterity."     The 
Caialina  roeotioned  above  was  probably  hi>  widow.    See  Cotter^ 
Ftrmmadm  dt  Hrrrera  {El  Divixo),  pp.  its  S. 
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and  daughter  of  the  great 


ruzman, 
Chancellor  of  Castile,  Pero  Lopez  de  Ayala.'  It  cons! 
of  a  spacious  paiio  surrounded  by  numerous  aposentoi 
(rooms  or  boxes)  and  a  cazuela,  having  Its  entrance 
through  the  Calle  del  Agua,  opposite  the  Calle  del  Chorro. 
Perhaps  originally  the  patio  was  open  to  the  sky,  and  only 
the  aposentos  and  the  cazuela  were  covered,  as  in  other 
corrales  of  the  time.  But,  if  this  was  the  original  arrange- 
ment, the  corrai  was  probably  completely  covered  after- 
ward, for  in  1 617  it  was  directed  that  "toda  la  armadura 
[framework,  truss]  que  cubre  el  dicho  coral  de  Dona 
Elvira,  Juntamente  con  los  colgadizos  [shed,  shed-roof]  de 
los  lados,"  should  be  torn  down.*  Still,  it  is  probable  that 
the  armadura  may  have  merely  protected  the  stage. 

In  a  document  existing  in  the  Archivo  del  Alcazar  of 
Seville,  dated  October  10,  1585,  Diego  de  Vera,  lessee  of 
the  Corrai  de  las  /itarazanas,  is  described  as  the  gardener 
of  the  huerta  de  la  Alcoba,  for  which  he  paid  a  yearly 
rental  of  450  ducats,  and  in  consideration  of  the  permis- 
sion to  build  a  theater  on  the  grounds  he  agrees  to  pay  an 
additional  150  ducats,  or  600  ducats  annually.'  The 
theater,  called  El  Coliseo  (the  street  in  which  it  stood  still 
bears  the  name),  was  finished  in  1607,  and  was  leased 
at  the  beginning  of  the  following  year  for  the  term 
of  six  years  to  Diego  de  Al monad,  at  a  yearly  rental  of 
3250  ducats,  the  city  reserving  fourteen  aposentos,  which 
were  leased  to  Luis  de  AguJlar,  for  the  same  term,  at  800 
ducats  annually.  The  price  of  the  aposentos  was  fixed  at 
six  reals  each  for  every  representation.  At  this  time,  it 
seems,  there  were  only  two  other  corrales  in  Seville,  besides 

*  Sanchez-Arjona,  p.  fi;.  The  corral  muit  have  been  built  oa  property 
beloD^ng  to  the  descendants  of  Dona  Elvira  de  Ayala,  for  if  she  wai  tbe 
daughter  of  Pedro  Lopez  de  Ayala  phc  must  have  been  dead  about  two 
hundred  years  Rt  this  time,  as  her  father,  the  great  Chancel  tor,  died  La 
1407.  See  Salazar  de  Mcndoza,  Ortgtn  de  tat  DignidaJet  ttgtartt  d* 
Caitilla  y  Leon,  Madrid,  T794,  p.  vj%, 

'  ibid.,  p.  65. 

'  See  above,  p,  48. 
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ic  Coliseo,  namely,  the  Dona  Elvira  and  the  San  Pedro. 
We  learn,  moreover,  that  in  1608  less  than  one  hun- 
dred and  fifty  comedias  were  represented  in  the  city,  '*on 
account  of  the  rains,  the  dog-days,  Lent,  and  for  lack  of 
theatrical  companies."^  Indeed,  it  is  said  that,  on  an  aver- 
age, the  period  during  which  performances  were  given 
in  a  corral  did  not  exceed  four  months  in  the  year,  after 
deducting  Sundays,  Lent,  the  summer  months  (in  which 
no  plays  were  given),  the  rainy  days,  and  other  occasions. 
The  price  of  the  siUas  in  the  theaters  at  this  time  was  half 
a.  real ;  a  seat  on  the  bancos  one  real,  and  the  aposentos  six 
reals  each. 

The  Coliseo,  though  the  latest  and  largest  of  the  cor- 
rmUs  in  Seville,  was  originally  without  a  roof,  as  we  learn 
from  the  fact  that  those  living  in  the  Immediate  neighbor- 
hood used  to  gather  on  the  tops  of  their  houses  to 
view  the  performance,  **thus  occasioning  considerable 
loss  and  much  noise."  ^  It  was  a  wooden  structure, 
which  must  have  been  very  poorly  built,  for  por- 
tions of  it  had  to  be  repaired  and  rebuilt  in  1614. 
It  was,  on  its  reconstruction,  provided  with  250  seats 
with  backs  (sillas  de  respaldo)  and  50  benches  cov- 
eted with  leather  and  having  stuffed  backs  {taburetes  con 
mitnfas  de  vaca  y  los  espaldares  aforrados  de  baldana  con 
itu  clavos  de  hierro  negros  ) .  The  interior  was  supported 
by  twenty  Doric  columns,  with  bases  and  capitals  of  white 
marble;  these  were  ten  feet  high,  the  first  gallery  hav- 
ing twenty  columns,  likewise  of  marble,  seven  feet  high. 
In  this  gallery  were  the  twenty-nine  aposentos,  the  guard- 
rails of  which  were  of  iron,  and  above  this  another  gallery 
or  corredor.  Here  the  ventanas  were  situated,  each  more 
dun  two  and  a  half  yards  high  and  one  and  a  half  yards 
wide,  in  the  wall  in  the  side  of  the  house  of  the  Marquis 
of  Ayamonte.  The  object  of  these  ventanas  was  to  give 
light  to  the  corral,  which,  unlike  other  theaters  of  the 


'J 


'  Sanchei-Arigni,  p.  131, 


*ikid.,  p,  153. 
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time,  was  covered  by  a  roof  and  painted  celling.  Besides 
the  patio^  in  which  the  representations  took  place,  there 
was  another  space,  forming  an  entrance,  the  floor  of  which 
was  paved  with  stone  and  likewise  decorated  in  marble. 
The  principal  entrance  was  also  of  marble,  surmounted  by 
the  arms  of  the  city.  In  the  body  of  the  house  {patio  de 
las  representaciones)  were  placed  fixed  benches  (bancos) 
and  the  sillas  de  respaldo  and  taburetes  above  mentioned. 
The  work  of  rebuilding,  though  begun  in  1614,  progressed 
slowly,  and  the  theater  was  finally  leased  for  6500  ducats 
annually,  on  condition  that  the  lessee  should  finish  it  by 
Easter  of  r6i6.^  It  appears  that,  in  spite  of  the  large 
amount  of  money  expended  in  the  construction  of  the 
CoHseo,  its  acoustic  properties  were  defective,  and  the 
autores  coming  to  Seville  preferred  the  Corral  de  Dona 
Elvira,  although  the  latter  was  now  in  poor  condition  and 
in  need  of  repairs. 

These  two  corrales  were  the  only  ones  In  Seville  In  which 
performances  were  now  given,  and  so  great  was  the  pref- 
erence for  the  older  of  them  (Dona  Ehira)  that  in  1 6 17 
Juan  Acacio,  after  representing  for  some  time  in  the 
Coliseo,  petitioned  that  his  company  might  now  pass  to 
the  Dona  Elvira  (in  which  Pedro  Llorente's  company  was 
then  performing) ,  on  account  of  the  few  people  who  visited 
the  Coliseo,  and  that  representations  be  given  alternately 
by,  the  two  autores  for  fixed  periods  in  the  two  corrales.^ 
Such,  however,  was  the  unsafe  condition  of  the  Dona 
Elvira  (the  roof  and  other  portions  of  which  were  in 
Imminent  danger  of  falling,  according  to  an  examination 
made  by  a  commission)  that  It  was  resolved  to  tear  down 
this  corral  in  part  and  rebuild  it.  Accordingly,  Pedro  de 
Valdes,  who  was  then  (February,  1617)  representing  with 
his  company  in  the  Dona  Ehira,  was  notified  to  cease, 
under  a  penalty  of  200  ducats.  Valdes  objected  on  ac- 
count of  the  large  amount  that  he  had  expended  for 
apariencias  especially  made  for  a  comedia  already  an 

'  Sanchfz-Acjona,  p.  174.  '  ll>iJ.,  p.  igj. 
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nounced,  and  the  threat  to  dose  the  theater  was  not  carried 
into  effect,  though  it  is  to  be  presumed  that  some  repairs 
were  made  in  the  building,  for  in  the  following  May, 
Pedro  Llorente  was  still  performing  therein. 

At  this  time  the  yearly  rental  of  the  Corral  de  Doha 
Ehira  was  3 700  reals,  plus  one  half  the  profits,  the  other 
half  going  to  the  lessee.' 

As  the  residence  of  the  Marquis  of  Ayamonte,  in  the 
Plaza  de  la  Regina,  adjoined  the  CoUseo,  the  city  granted 
him  the  privilege  of  making  a  private  entrance  to  one  of 
the  aposentos,  "in  view  of  the  fact  that  his  party-wall  had 
been  used  without  expense  to  the  theater;  that  he  had 
furnished  water  from  one  of  his  private  fountains,  and  had 
otherwise  aided  in  the  construction  of  the  said  corral/' 
This  aposenio  was  to  be  enjoyed  by  him  and  his  successors 
without  cost. 

Lope  de  Vega's  Obras  son  A  mores,  an  auto  written  in 
1615,  but  not  yet  performed,  was  represented  in  Seville 
in  thi«  year  ( 1618),  he  receiving  600  reals  for  it. 

The  number  of  persons  frequenting  the  theater  having 
greatly  diminished,  to  the  serious  loss  of  all  concerned,  and 
especially  of  the  city  and  of  the  dependent  charities,  it  was 
resolved  to  dose  the  ■Corn)/  Je  Dona  Elvira  and  to  restrict 
all  performances  to  the  CoUseo.  No  representations  were  to 
be  given  in  the  Dona  Elvira  after  January  1,  1620,  and 
the  rental  of  the  CoHseo  was  increased  400  ducats  an- 
nually, to  counterbalance  the  loss  occasioned  by  the  closure 
of  the  Dona  Elvira. 

It  was  customary,  says  Sanchez-Arjona,  to  represent  the 
tmtoi  of  the  festival  of  Corpus  Christi  in  the  corrales,  \ 
which  was  an  additional  source  of  profit  to  the  theatrical 
Riaxtagers.  This  year  (161 9)  they  were  represented  in 
the  Doiia  Elvira  by  the  companies  of  Juan  Acacio  and 
Diego  VaJIejo,  and  a  poster  announcing  a  performance 
on  June  5,  1619,  is  still  preserved  in  the  Archivo  del 
Ayuntaniiento  of  Seville,^ 

* SaiichcfAriaRa,  p.  lij.  *5ee  below,  p.  133. 
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On  the  afternoon  of  July  25,  1620,  the  Coliseo  was  com- 
pletely destroyed  by  fire  during  the  perfornnance  of  Clara- 
monte's  comedia  San  Onofre  6  el  Rey  de  los  Desiertos,  by 
the  company  of  Juan  Bautista  and  Juan  Jeronimo  Valen- 
clano.  Fifteen  or  sixteen  persons,  mostly  women  and  chil- 
dren, lost  their  lives.  The  actors  all  escaped,  the  one  who 
played  the  part  of  San  Onofre  running  into  the  street 
almost  nude,  "with  a  bunch  of  ivy  (mala  de  yedra)  for 
small-clothes  (por  patios  menores).  On  seeing  him  in 
this  strange  guise,  he  was  pursued  by  a  shouting  crowd  of 
little  boys  until  he  reached  his  house,  which,  unfortunately, 
was  some  distance  off."' 

While  some  of  the  good  citizens  of  Seville  looked  upon 
the  burning  of  the  Coliseo  as  a  visitation  of  the  wrath  of 
the  Almighty,  the  municipal  authorities,  considering  the 
loss  which  the  city  had  sustained  in  its  revenues,  viewed  it 
in  a  different  light  and  resolved  to  rebuild  the  theater. 
Meanwhile  all  theatrical  performances  were  confined  to 
the  Dona  Elvira,  which  had  been  condemned  and  ordered 
to  be  torn  down  after  January  i,  1620,  as  we  have  seen. 
As  a  matter  of  fact,  representations  did  not  cease  in  the 
Dona  Elvira  on  January  j,  and  the  lessee  at  the  time, 
I^uis  de  Leon,^  continued  to  give  performances  in  it- 

On  March  31,  1621,  Philip  the  Third  died,  the  theaters 
were  closed,  and  all  representations  were  suspended  until 
July  28,  not  a  castanet  being  heard  at  the  performance  of 
the  autos  of  that  year.^ 

The  city,  having  resolvedt  in  16x2,  to  rebuild  the 
Coliseo,  which  had  been  destroyed  by  fire  in  1620,  hit 
upon  a  rather  novel  expedient.  The  new  theater  was  to 
be  leased  for  a  period  of  nine  years,  the  lessee  to  pay  2000 
ducats  annually^  to  build  the  theater  at  his  own  expense, 
»nd  to  be  recouped  from  the  receipts.  The  lease  was  ad- 
judged to  Juan  Bnutista  de  ViUalobos,  apparently  a  nnan 

*  S«Dchrr-Arjotia,  p.  m. 

*lhU.    ta  Smf*»t  0*t»$,  p.  174,  tbit  nttne  ii  £>▼«<>  ■*  I-u>s  <i«  Lna, 

*  Prtliccr,  Vol.  I,  p.  i«i. 
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of  strawt  put  up  by  Diego  de  Almonacid.  The  rent 
was  to  begin  on  January  i^  1623;  the  theater  to  be  fin- 
ished, according  to  plans  furnished  by  the  city,  on  the 
first  day  of  Pascua  Florida  of  1624.  The  prices  for  ad- 
mission to  the  various  localities  in  the  theater  were  fixed 
as  follows:  one  real  for  each  banco  (which  was  to  hold  at 
least  three  persons),  24  maravedi's  for  a  stlla,  18  mara- 
vedls  for  a  taburete,  6  reals  each  for  the  aposentos 
which  were  entered  through  the  corral,  and  12  reals 
for  each  aposento  entered  from  the  outside  of  the  corral, 
because  persons  using  the  latter  were  to  pay  nothing  at 
the  entrance.  Out  of  these  r2  reals,  however,  the  lessee 
was  obliged  to  pay  the  theater's  share  in  the  maintenance 
of  the  public  prison  and  such  other  imposts  as  were  payable 
out  of  the  entrance  money.  In  addition,  the  lessee  was 
enttded  to  his  share  of  the  takings  at  the  second  door.  In 
the  patio  eight  or  nine  fixed  benches  were  to  be  placed  for 
those  who  only  paid  the  entrance  fee.' 

In  order  to  determine  the  rental  to  be  paid,  the 
following  curious  statistics  were  drawn  up,  showing 
the  amounts  produced  and  the  expenses  Incurred.  It  is 
one  oi  the  most  important  documents  concerning  the  early 
Spanish  theater  which  we  possess,  and  is  as  follows : 
Representations  can  only  be  given  on  198  days  out  of  the 
365  in  a  year,  since  none  can  be  given  on  the  remaining  167 
days,  for  the  following  reasons : 

46  days  during  Lent. 

77  days  for  the  months  of  July,  August,  and  half  of  Sep- 
tember, when  no  au tores  come  to  Seville. 

34  for  the  Saturdays,  on  which  days  no  performance  can 
be  given. 

10  days  to  be  allowed  for  the  making  of  apariencias 
(stage machinery) ;    for   St.    Sebastian's   and    St. 
James's  day;  because  of  few  spectators  and  on  ac- 
count of  rain. 
167  days. 

'  Sanchcz-Arjona,  Analet,  p.  ai(. 
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There  remain  198  days  for  representations,  "rather  less 
than  more,  for  none  have  been  deducted  for  the  time  that 
elapses  between  the  coming  and  going  of  the  various 
autores." 

The  lessee's  share  for  these  198  days  is:  From  the  en- 
trance fee  of  each  person  he  receives  5  maravedi's,  ^'and 
as  it  is  notorious  that  many  persons  enter  who  do  not  pay, 
it  is  calculated  that,  taking  one  day  with  another,  about 
350  persons  will  pay  each  day,  which,  at  5  maravedis, 
amounts  to  51^5  reals." 

From  each  silla  he  receives  6  cuartos  (=24  maravedis) 
and  from  each  taburete  4^  cuartos  (=18  maravedis), 
and  taking  into  account  those  for  which  nothing  is  received, 
it  is  estimated  that  40  sillas  and  20  t&huretes  will  be  paid 
for  daily,  which  amounts  to  39  reals. 

From  each  banco  the  lessee  receives  one  real,  and  count- 
ing that  on  an  average  thirty-two  are  rented  daily,  this 
amounts  to  32  reals. 

Of  the  twenty-eight  aposentos,  supposing  that  on  an 
average  twelve  are  rented,  and  taking  these  at  an  average 
rate  of  9  reals  each,  produces  108  reals  daily. 

Estimating  the  rental  of  the  right  to  sell  water,  sweet j, 
fruit,  alo}a  (a  kind  of  mead),  etc.,  at  8  reals  per  day,  it 
gives  a  total  of  238j^  reals  daily,  which,  for  198  days, 
amounts  to  47,223  reals.  Besides,  during  Lent  and  at 
other  times  it  is  customary  to  have  in  the  CoHseo  puppet- 
shows  or  pantomimes  {titeres)  and  other  games,  and 
these  produce  about  1000  reals  yearly.  The  living-rooms 
in  the  residence  portion  of  the  Coliseo  (which  are  also 
one  of  the  benefits  accruing  to  the  lessee)  are  worth  600 
reals  each  year.  This  makes  the  total  annual  receipts 
of  the  lessee  48,823  reals. 

Payments  and  expenditures:  The  amount  expended  in 
sending  for  the  various  autorrs,  for  sums  advanced  to 
them,  and  for  cost  of  apariencias  and  other  expenses,  j 
reals  for  each  day  of  representation.    To  the  person  who 
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takes  the  money  at  the  first  entrance,  8  reals  dally;  to  the 
person  in  charge  of  the  sillas  and  bancos,  6  reals  daily;  to 
the  person  who  hires  the  aposentos  on  the  right-hand  side, 
6  reals;  to  the  one  who  hires  the  aposentos  on  the  left,  6 
reals  daily.  To  the  autor  representing,  an  average  of  64  J4 
reals  daily  as  an  ayuda  de  castas,^  To  the  poor  of  the 
pri&on,  one  sixth  of  the  proceeds  of  the  aposentos,  sillas, 
and  bancos  (together  179  reals),  that  is,  293^  reals.  This 
makes  a  total  daily  expenditure  of  125  reals,  or  in  198 
days  24,750  reals.  Adding  to  this  the  interest  on  the 
sum  expended  in  the  erection  of  the  ColiseQ,  about  10,000 
ducats,  which  amounts  to  about  10  reals  per  day,  or  3650 
reals  for  the  year,  the  total  amount  of  expenditures  is 
about  28,400  reals.  Deducting  this  from  the  receipts, 
48,823  reals,  leaves  a  profit  of  about  20,423  reals  annually. 
If,  therefore,  the  corral  were  rented  for  1600  ducats 
{17,600  reals),  it  would  leave  a  sufficient  profit  to  the 
lessee.  We  have  seen  that  it  had  been  rented  to  Juan 
Bautista  de  Villalobos  for  2000  ducats  annually. 

In  1626,  In  the  former  Alcazar  of  Seville,  in  the  spa- 
cious "patio  de  la  Monteria"  a  new  theater  was  built 
called  La  Monteria.  The  corral  was  leased  to  Diego  de 
Aknonaci,  the  younger  {el  mozo),  "who  shall  cause  to  be 
coQstnicted  on  bis  own  account,  and  according  to  the  plans 
nuidc  by  Bermudo  Resta,  a  corral  for  the  representation  of 
cotnedias,  he  to  erfjoy  the  profits  for  the  space  of  ten 
years,  to  begin  with  the  day  of  Pascua  de  la  Resurreccion." 
The  condition  of  the  agreement  was  that  the  amount  ex- 


*Baide«  ihii  unount  th«  &utor  received  his  share  of  the  money  takeo  at 
Ikt  4oot~  Thi*,  bowever,  doe*  not  teem  to  have  been  the  usual  practice. 
It  «*■■  cvXomary  for  the  le*tee  of  the  thcJltcr  to  give  >  fixed  «um  to  the 
tmtm  of  the  company  for  cacb  performqnce.  As  an  instance  i«e  may  mcn- 
titB  thmt  Diego  de  Alinooacid^  lessee  of  the  corrales  of  Seville  in  iiii9,  had 
i^pKd  an  a^eemeni  in  that  year,  whereby  Hernan  Sanchez  de  Vargas  and 
Mi  cempany  were  to  give  ainty  representations  \n  the  Cot'neo,  the  said 
Saatisez  to  receive  tooo  reals  for  each  performaace.  These  representations 
actually  givea  by  the  company  of  CrinAbai  Ortiz  de  Villazan,  {Nut- 
Dtt9f,  p.  tTT-J 
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pended  by  the  lessee,  under  the  supervision  of  the  ofidaUs 
of  the  Alcazar,  was  to  be  deducted  from  the  rent,  which 
was  fixed  at  850  ducats  annually,  Almonaci  agreeing  to 
finish  the  corral  by  the  next  ensuing  Pascua  Florida,  the 
contract  being  dated  December  6,  1625. 

As  already  stated,  the  theater  was  to  be  built  at  the  sole 
expense  of  the  lessee,  "who  was  to  enjoy  all  the  profits 
V  there  might  be  from  the  street  entrance  to  the  second  door  of 
La  Monteria,  as  well  as  what  might  be  taken  from  the  ad- 
missions, bancos,  sillas,  aposentos,  or  any  other  thing  which 
might  or  ought  to  be  profitable."  •  Only  one  real  was  to  be 
charged  for  each  silla  as  well  as  for  each  banco  (perhaps 
this  means  for  each  seat  on  a  banco,  as  they  held  three 
persons)  ;  six  reals  for  the  aposentos  (boxes  or  stalls) 
entered  from  within,  and  twelve  reals  for  those  entered 
directly  from  the  street,  because  persons  using  the  former 
also  had  to  pay  an  entrance  fee.  It  was  stipulated  that 
there  should  be  two  alguaciies,  each  to  be  paid  ten  reals 
daily,  at  the  joint  expense  of  the  lessee  and  the  auior; 
one  of  these  officers  to  be  stationed  at  the  first  entrance, 
the  other  at  the  entrance  for  women.  The  building 
was  to  be  of  wood  and  all  the  aposentos  and  passages 
to  be  paved  with  brick;  the  aposentos  to  be  furnished 
with  partitions  and  iron  railings  and  lattices  or  blinds. 
The  whole  to  be  whitewashed  and  the  aposentos  to  be 
provided  with  doors,  locks,  and  keys.  The  structure 
was  oval,"  with  two  rows  or  series  of  aposentos,  situated 
on  the  right  and  left  of  the  principal  entrance.  There  were 
thirty-four  aposentos,  sixteen  above  and  eighteen  below, 
of  which  four  were  reserved  for  the  Alcazar.  Above  the 
aposentos  was  the  cazuela  (stewpan),  or  place  set  apart 

'"Que  aubado  el  corral  el  ■rrendidor  habia  de  gosar  de  todot  lot 
aprovechaniientot  que  bubiere  6  pudine  habrr  desde  la  puerta  de  la  calle 
liatta  la  aegunda  puerta  de  la  Monteria,  aii  lo  qve  K  cobraae  de  entradaii, 
bancoa,  ailrai,"  etc-     (SlOCbez-ArJQDIi,  p.  350.) 

'This  'ma»  the  lint  oval  theater,  v>  my  knowledge.  All  othcra  had  been 
rectangytar  in  ihapc. 
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fof  women.  The  patio,  in  which  the  siilas  and  bancos  were 
placed,  was  of  earth  firmly  rammed,  and  the  whole  corral 
was  covered  by  a  wooden  roof.  The  building  also  con- 
tained living-rooms  for  the  autor  or  for  the  players.  Its 
total  cost  was  over  183,000  reals.'  This  sum,  which 
represents  a  purchasing  power  to-day  of  about  $45,000, 
will  give  some  idea  of  the  character  of  the  new  theater, 
La  Mottterio.  The  first  representation  in  it  took  place  on 
May  25,  1626. 

The  Corral  de  Dona  Elvira,  which  had  its  entrance  in 
the  Callc  del  Agua,  opposite  the  Calle  del  Chorro,  had 
long  been  in  need  of  repairs.  Like  the  rest  of  the 
older  theaters  of  the  time,  it  consisted  of  a  spacious 
patio  open  to  the  sky,  surrounded  by  covered  apoientos 
and  a  covered  cazueia.  The  more  convenient  situation 
of  La  Monteria  (though  it  was  not  very  far  from  the 
Dona  Elvira),  and  the  fact  that  the  former  was  a  new 
and  much  handsomer  structure,  gradually  caused  the  public 
to  ncgtect  more  and  more  the  Dona  Elvira,  which  was 
finally  closed  and  torn  down.  A  part  of  it  was  converted 
into  a  tavern,  the  remaining  ground  being  used  for  games. 
Later,  cards  and  dice  were  played  here,  and  the  place  be- 
came the  haunt  of  ruffians  and  vagabonds.  Finally,  in 
1679,  an  asylum  for  poor  priests  was  built  on  its  site. 

In  1629  La  Monteria  was  leased  to  Domingo  de  Ro^as 
for  six  years  at  1450  ducats  annually.  While  the  CoUseo 
was  to  have  been  finished  by  Easter,   1624,  as  we  have 

'TIm!  very  inttmtins  mnnorandum,  prcKrved  in  th«  Archivo  del  Aka- 
ar,  is  af  follows :  "Importe  de  la  madera  63,730  reales.  Materials  35,58;. 
La  elBvazon  1S.091.  Raspadorri,  ascrradorrs,  iraida  de  maderai  y  mate- 
fiaks,  |oraalM  al  carpintero  Felipe  Kieta  y  sus  aficialn  y  al  albaiiil  Gabriel 
Hatui  J  SOS  oAcialcs  y  ptoaa  50,9s;.  En  lucir  t\  frente  del  ceatro  y  otFa>< 
fmnin,  IcAut  los  doi  apcMcntos  del  vntuario  de  ladritlo,  jguslnr  i.  pisAn  et 
■mIb  dd  patio,  htcer  ut)39  grades,  tarimas  y  otrai  Qbras  dc  arbaiiileria  y 
enyianria.  f  por  Ultimo  d  cKudo,  columnas  y  Ta  f^ma  que  se  pintd  endma 
MtMtrB^  por  cuya  ptmura  solo  ae  abDoaron  mi)  reales — 4000.  Planchas 
4i  hicffQ  J  sbraaaderai  para  la  teguridad  y  firrneza  de  la  obra  y  hierra- 
■ifiiiM,  tte^  I  r,ooo  rtalei,"  making  a  total  of  iij,]93  reals.  (Sanchez- 
Arjoaa,  Auiltt,  p.  251-) 
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seen,  the  building  was  not  actually  completed  until  163 1. 
Much  of  what  had  been  built  in  this  long  interval  by  the 
lessees  was  so  badly  done  that  the  city  determined  to  tear 
it  down  and  build  it  anew.  An  agreement  was  made  with 
Alonso  de  Vergara  to  construct  a  new  theater.  He 
was  to  pay  1400  ducats  yearly  for  ten  years,  the  cost  of  the 
new  building  to  be  deducted  from  the  rent.  A  further  con- 
dition was  that  the  structure  must  be  finished  by  Easter, 
1632.  Rodrigo  Caro  describes  this  magnificent  and 
costly  building,  "worthy  of  all  esteem  and  praise,"  as  "the 
finest  of  its  kind  in  Spain,  and  capable  of  holding  between 
four  and  five  thousand  spectators,  all  of  whom  were 
equally  able  to  see  and  hear."  ' 

In  1636  La  Monteria  was  leased  to  Miguel  de  Molina 
for  six  years  at  an  annual  rental  of  1450  ducats  ( 15,950 
reals),  to  be  paid  in  three  payments.'  In  the  following 
year  Antonio  de  Prado,  autor  de  comedias,  agreed  with 
the  lessee  of  the  Coliseo  to  give  sixty  performances,  from 
the  second  day  of  Easter  till  Corpus,  receiving  200  reals 
for  each  performance  as  an  ayuda  de  costas;  of  these 
12,000  reals  4000  were  to  be  paid  on  signing  the  contract, 
and  the  balance  on  Palm  Sunday. 

On  October  4,  1659,  the  Coliseo  was  again  destroyed  by 
fire,  only  the  front  wall  and  a  few  rooms  ( in  which  actors 
lived)  remaining  of  the  famous  edifice.  It  may  be  noted 
that  the  two  companies  of  players  In  Seville  in  the  follow- 
ing year  ( 1660)  were  managed  by  women.  These  autoras 
were  Franctsca  Lopez  and  Juana  de  Cisneros. 

'  "El  Coihea  tenia  trei  5rd«ies  de  apoKnto«,  de  batconeria  de  faieiro^ 
vnoi  «obre  otrosi,  trabldos  en  cstribos  At  mngnifica  y  costoia  silleda,  cubierlo 
el  alto  de  un  srtndn  igual  par  trcho,  con  rica  pintura,  para  laf  repmeaU' 
cionea  que  se  hacen  al  pueblo,  can  tanta  dtstincl6n  para  diferetim  peraonat 
de  hambres  y  mujerea,  que  no  pueden  embarazarse  unos  i  otros,  y  tan  capti 
■u  dispo«!ci6n  que  caben  cuatro  i  cinca  mil  personal.,  pudienda  gozar  rodai 
iKualmente  de  la  vUca  y  oido  de  su  tcatro;  obra  dif^a  de  toda  esttmaci<ia 
y  alsbanza  por  la  meior  de  Espana  de  las  de  su  genero,"  etc-  (/Intigut- 
daJff  de  Seiillo,  M.  x$  v,  quoted  by  Sanchcz-Arjona,  p.  270.) 

*In  1641  Ld  Monttria  tfit  leaicd  to  Antoaio  Correi  at  a  yearly  fental 
of  tj.ocx}  real*  vtUeit. 


DESTRUCTION  OF  LA  MONTERIA       6i 

The  Coliseo  was  rebuilt  in  1676.  Three  years  later 
both  theaters  were  dosed  on  account  of  the  plague.  A 
portion  oi  La  Monteria  was  then  used  as  a  stable,  in 
whidi,  on  May  3,  1691,  a  fire  broke  out,  and  the  whole 
corral  was  reduced  to  ashes,  "causing  it  to  disappear  for- 
ever."* 

How  soon  after  1679  representations  were  resumed 
in  the  Coliseo  is  uncertain.  It  is  not  likely,  however, 
that  any  performances  were  given  in  it  until  1692, 
when  permission  was  granted  to  a  company  of  acro- 
bats and  sleight-of-hand  performers  to  represent  therein. 
These  performances  found  such  favor  that  women  used 
to  go  to  the  theater  early  in  the  morning  to  secure  a 
seat.  On  November  12,  1698,  during  the  performance 
of  Mescua's  comedia  El  Esclavo  del  Demonio,  a  woman 
in  the  cazuela  raised  a  cry  of  fire.  In  the  attempt  to 
escape  from  the  building  a  number  of  women  were  killed, 
and  thereafter  all  theatrical  representations  in  the  Coliseo 
were  forbidden,  which  interdict  lasted  till  after  the  middle 
of  the  eighteenth  century.' 

'  Sandiez-ArjoDa,  p.  495. 

'Concerning  the  theater  in  Valladolid,  Sr.  Cortes  say«:  "EI  patio  de 
oanediat  te  hallaba  rituado  en  el  minno  sitio  donde  aun  exiite  el  teatro 
amiguo  (plaza  de  las  Comedias).  Su  administracion  correspondia  k  la 
colradia  de  S.  ]ott,  con  el  directo  apoyo  del  Ajruntamiento,  que  tenia  su 
tfitnt*  propio  para  presenciar  las  representaciones."  (NoHcias  d*  una 
CwU  Uurmrim,  Valladolid,  1906,  p.  }a) 


CHAPTER  IV 

Music  in  the  corrales.  Dancing.  Spectators  on  the  stage.  Various 
dances  and  baylet  at  Corpus  Christi,  The  X&rahanda,  Chacona, 
Escarraman,  etc. 


About  the  middle  of  the  sixteenth  century,  in  the  time 
of  Lope  de  Rueda,  as  we  have  seen,  the  music  accompany- 
ing the  plays  acted  in  the  public  squares  was  provided  by 
one  or  two  persons  "who  sang  an  old  ballad  without  the 
accompaniment  of  a  guitar,"  behind  a  woolen  blanket, 
which  served  as  a  curtain,  and  which  separated  the  dress- 
ing-room (vestuario)  from  the  stage.*  It  was  Pedro 
(Navarro  of  Toledo,  Cervantes  tells  us,  "who  brought  the 
musicians,  who  formerly  sang  behind  the  curtain,  upon 
the  public  stage." ^  Here  they  played  before  and  after 
the  performance  of  the  farce  or  between  the  acts  of  a 

'  See  ■bove,  p.  17.  Rojas,  ipeftking  of  ttie  time  of  Lope  de  Rueds,  Mft 
that  1  guitar  was  ptayed  bebind  the  oittiin: 

^'Tafiian  utia  guitarr* 
Y  esta  ounca  Mlia  fuera 
Sino  a  deatro." 
,  (Fiagt  tntrrtemda,  cd.  1603,  p>  tH*) 

*"Suc«d!o  a  Lope  de  Rueda  Nabairo,  natural  de  Toledo,  el  qual  .  .  > 
tacA  U  tnufica  que  amn  calaua  detrai  de  la  roanta  a!  teatro  publico." 
{Otk*  Ctmrdiiu,  etc.,  Madrid,  1615,  "Prologo  al  Lectof."}  "El  tettni 
publico"  e'v'identlj-  meant  the  stage.  As  late  as  1671  the  musidam  of 
Molifre**  troupe  were  concealed  from  the  spectator:  "Jusques  icy  [iS 
Aurll,  ifiji]  Ic)  muaiciens  et  muudetines  n'auoieot  point  voulu  parroiitit 
VB  public;  iti  chantot'ent  i  la  Comedte  daxtt  des  loges  grtlleeset  treilllsMC^ 
malt  00  turmonta  t?et  obitacle,  et  aucc  quelque  legere  despanc^  00  trouua 
drt  pcrMUines  qui  change  rent  »ur  It  Tlieatre  k  nMgje  defcouuert,  habiliei 
rooHQe  In  Comediens,  fcauotr  .  -  ,"  etc,  and  h*  gives  the  names  01"  eight 
musicians.  {Rfjpjtrf  it  t*  Grm*gf,  Pari*,  itylw  p.  >M-^  In  the  I.ondoa 
theaters,  the  ''band."  as  Ntalone  calls  h,  ***at  ia  ain  upper  balcony,  over 
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comeoja.  As  1  aave  nowhere  found  any  special  place 
designated   for  the  musicians,   it  is  probable  that   they 

t occupied  the  stage  during  the  whole  of  the  best  period 
of  the  comedia.  Indeed,  as  the  principal  part  of  their 
entertainment  consisted  of  singing,  they  could  not  have 
been  stationed  elsewhere.  i 

Kin  1593  we  find  that  a  comedia  was  performed  "with 
R  ealremeses  and  with  its  music  of  a  viola  and  guitars,*'* 
and  we  are  told  that  later  the  music  consisted  of  "two  or 
tircc  violins  and  an  oboe,"  Even  in  the  middle  of  the  seven- 
teenth century  theatrical  companies  in  Spain  rarely  contained 
morethanfourorfivemusicians.  Most  of  the  actresses  were 
also  dancers  ( bailarines ) ,  and  every  company  contained  per- 
sons who  were  designated  especially  as  dancers,  while 
most  players  were  hired  both  to  act  and  dance. 

In  the  company  of  the  famous  Alonso  Riquelme,  a 
favorite  autor  of  Lope  de  Vega,  we  find  the  following 
musicians  in   1607:  Luis  de  Quinones,   musico  y  repre^ 

^tentante;  Vega;  Francisco  Martinez;  Leon,  musico  y 
hailarin;  Marigraviela,  muska  y  represenlanta;  Maria  de 
los  AngeleSt  musica  y  representanta,  and  Juan  Catalan, 
muiico  y  repreientante.^  Here  the  term  musica,  in  the 
CMC  of  the  actresses,  probably  meant  merely  singer.     In 

»l6i9,  when  the  comedia  was  almost  at  its  apogee,  the 
company  of  Diego  Vallejo  contained  but  two  musicians, 
and  the  same  number  were  in  the  companies  of  Juan  Acacio 
and  Cristobal  Ortiz.^  By  1640  the  number  of  musicians 
ia  a  company  seems  to  have  been  greatly  increased.     In 

irtwi  is  now  called  the  itage-box,"  and  was  not  placed  "between  the  pit 
ibc  ftage,"  untjl    1667.     {Nitrorical  Account  of  the  English  Stage, 
1.  iloa,  pp.  t3a,  laj.) 

Pjitor,  iVurcoj  Datat,  p.  ^7.    Mitiiheu  «ay»  W«/d  is  the  tame  ai 
"Ma  iontruincnt  called  a  viall,  lometiines  a  bandore,"  and  definea 
filfiim  df  dr<«  «i  "•  viall  dc  Gamba,  or  a  great  rial!  that  men  set  be- 
tlirif    kg«    ti>    play    on"       {Spanith    Dictionary,    London,     IS??.) 
Mft:  "Fi/iutla  en  Id  antiguo  era  distinto  de  guitarra,  y  habta 
dt  mano  v  dr  area,"     {Dnn  Qmx9U,  ed.  1831,  Vol.  V,  p.  413.} 
t-At)Qa»,  Analet,  p.  116, 
•  IHd.,  PI*,  aoj,  3<H- 
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that  year  the  first  five  actresses  in  the  company  of  Antonio 
de  Rueda  have  added  to  their  names  the  word  musica,  and 
in  two  of  these  cases  the  word  arpa  is  also  used;  four  men 
musicians  are  also  in  the  company,  one  of  them  being 
maestro  de  la  muska  and  two  being  harpists.  As  this 
company  represented  the  auios  in  Seville  in  that  year,  the 
large  number  of  musicians  may  be  due  to  that  fact.' 

Upon  the  English  stage  more  attention  seems  to  have 
been  paid  to  instrumental  music,  where  it  was  likewise 
played  between  the  actsj  the  instruments  chiefly  used 
were  trumpets,  cornets,  hautboys,  lutes,  recorders,  viols, 
and  organs.  Malone^  cites  the  following  stage  directions 
from  Marston's  Sophonisba,  acted  at  the  Blackfriars 
theater  in  1606:  "The  ladles  draw  the  curtains  about 
Sophonisba; — the  cornets  and  organs  playing  loud  full 
muslcke  for  the  act.  .  .  ,  Organ  mixt  with  recorders,  for 
this  act.  .  .  .  Organs,  viols,  and  voices  play  for  this 
act.  ...  A  base  lute  and  treble  viol  play  for  this  act.** 
And  in  Henslowe's  Diary^  we  read:  "Lent  unto  Richard 
Jonnes  the  22  of  desember  1 598  to  bye  a  basse  viall  & 
other  enstrementes  for  the  companey,  xxxx  s." 

It  is  well  known  that  In  the  Elizabethan  theater  the  gal- 
lants frequently  took  seats  upon  the  stage;*  whether  this 

^  Ib  i6}i  Luiia  de  Guevara  agreed  to  play  third  parts  in  the  company  of 
Juan  Martinti  and  also  first  muskat  parts  (primrra  partf  de  mutter) 
(PIrei  pastor,  S'aevot  Daias,  p.  aaoj ;  and  in  163J  Alonso  Gonzalez  Cania- 
cho  agreed  to  play  the  violin,  dance,  and  poner  loj  tonoi  in  the  compaiiy  of 
Feman  Sanchez  de  Vargas  during  the  octave  of  Corpus  for  500  realSi  a 
very  considerable  amount.  {Ibid.,  p.  333;  see  also  ibid.,  p.  346.)  Every 
company  also  ccmtained  a  prompter  (apuntador). 

'  Hijtorical  Account  of  the  EngUih  Stage,  Ba»il,  tSoo,  p.  tao,  note. 

'  Edited  by  W.  W.  Greg,.  London,  1904,  Vol.  I,  p.  100. 

'"Whether  therefore  the  gatherers  [Spanish  =  roiroi/or//]  of  the  public 
or  private  playhouse  stand  to  receive  the  aftertioones  rent,  let  our  Gallant 
[hauing  paid  it)  presently  aduance  himself  up  to  the  throne  of  the  Stage. 
I  mean  not  into  the  Lords  roome  .  .  .  but  on  the  very  Rushes  where  the 
Comedy  is  10  daunce.  ...  By  sitting  on  the  Stage,  yow  haue  a  signed  patent 
to  cngrosse  the  whole  comtnodity  of  Censure;  may  lawfully  ptcsutne  to  be 
a  Girder;  and  stand  at  the  helme  to  steere  the  passage  of  tcaitfs,  etc.  .  .  • 
By  sitting  on  the  stage,  you  may  (with  small  cost)  purchase  the  deer« 
acquaiiiiatice  of  the  boyes;  haue  a  good  itiole  for  six  pence,"  etc,    (Dekker, 
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custom  prevailed  in  Spain  In  the  early  period  we  are  unable 
to  determine.^  I  find  no  evidence  of  spectators  being  ad- 
mitted to  the  Madrid  stage  at  any  time.  That  they  occu- 
pied seats  on  the  stage  in  Seville  is  shown  by  an  incident 
recorded  by  Sanchez-Arjona.  On  May  31,  1635,  in  the 
theater  La  Monteria,  the  company  of  Salvador  Lara  and 
Maria  Candau,  his  wife,  was  representing  the  burlesque 
cottiedia  Casarse  por  defender.  In  the  second  act  there 
it  a  passage  which  necessitates  the  drawing  of  swords, 
and  one  of  the  actors,  Antonio  dc  Rueda,  accidentally 
wounded  in  the  face  a  boy  who  was  sitting  on  the  stage 
viewing  the  performance,  and  who  promptly  ran  out  of 
the  theater  shouting,  "Confession,  confession,  they  have 

Tke  GmFm  H»rmf-Boeke,  London,  1609,  chap,  vL)  From  the  three  legs  of  the 
Meat>  bcre  tnentioaed,  they  were  called  tripos.  Wallace  says  that  "the 
fad  of  lining  on  the  itage  came  into  vog:ue  with  the  Blackfrlars  in 
1597.  ...  It  -waa  a  custoin  in  no  other  theater  in  Elizabeth's  reign."  He 
uki*  ibtt  it  wi>  iniitaccd  afterward  by  two  other  private  theaters,  the 
Cacfcptt  (1617)  and  Salisbury  Court  (1629),  but  that  it  was  never  toler- 
Med  at  the  Globe  or  at  any  public  playhouse,  and  was  abolinhed  sometime 
^to«  to  September  14,  J £39.  (The  Children  of  tkt  Chafel  at  Blecifriari 
fS9?~f^J.  tincalo,  Nebraska,  1908,  pp.  ijO'ff.)  According  to  this  writer 
Ike  cuatom  spread  from  England  to  France. 

'  Pram  the  jlrgumtnto  which  precedes  the  ^ulo  de  la  Ungion  de  David 

(Meeod  half  of  the  aixteenth  century),  one  inlght  infer  that  at  the  repre- 

■BWwni  of  the  short  antot  or  farces  of  that  time  the  tpcctatora  were  in 

ikt  Kabii  at  gathering  upon  the  platform  or  stage.    This  Argumente  is  as 

Mlswi:  "...  El  acostunbrada  ateti^iou  que  en  ictnejantescasoste  rrequiere 

fids  cl  autor,  para  que  con  ella  entiendan  claramente   la  obra^   y  porque 

4tMD  t|u'cl  profeta  [one  of  the  characters]  sale,  le  quiero  desocupar  el  sitio^ 

■iplicanda  a  r*.  rods.  supUn  nuestras  falcas."    {Cohccion  de  Autos,  Fartaj, 

at,  rd.   Rmiaoet,  Vol.   I,  p.  ji;.)     Bapst  says  that   Che  custom  of   the 

tUganij  sitting  upon  the  ctagie  was  unknown  in  France  in  the  middle  of 

tiK    tiiiernih    cemucy.     {Etsai   iuf    t'Jiistotre    du    Thiatrtt    Paris,    189], 

f  lii.)     But  it  was  evidently  in  vogue  in  1661,  for  in  that  year  MoliJre, 

iatbe  opening  tinea  of  Lti  Fatheux,  denounces  this  reprehensible  practice, 

four  yean  later  he  again  complains  of  it  at  the  performance  of  the 

('jRp'CQfncdy  La  Coquftte  eu  le  Favori  at  Versailles:  "Le  Vendredy   13 

Mi,  [jMs]  la  Troupe  est  all^e  Ik  Versailles  par  ordre  du  Roy,  ou  on  a 

JMi  te  Fatiory  dans  le  Jardin,  lur  tin  (hcastre  tout  gamy  d'orangers,  Mr 

at  Moliere  Hft  vn  prologue  en  marquis  ridicuUe  qui  uoutoit  estrc  aur  le 

4»Mire  mal^ri   les   gardes,  el   eust   une   conuersation    risible   auec  vne 

tire  qwi  fiit   la   marquise  ridiculle,   plac^e   au  milieu   de   I'aitenibl^." 

tgutrt  it  La   Crangf,  Paris,  1876,   p.  74.)      Voltaire  also  alludes  to 

frak  des  spcirtateurs  confondues  «ur  la  seine  avec  lea  acteurs"  on  the 
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killed  me."  The  wound  was  a  slight  one,  and  the  barber, 
we  are  told,  made  "la  prlmera  cura."^ 

As  early  as  the  beginning  of  the  Christian  era  Spanish 
women  were  celebrated  as  dancers,^  and  as  far  as  modern 
times  are  concerned,  Ticknor  truly  observes  that  "dancing 
has  been  to  Spain  what  music  has  been  to  Italy,  a  passion 
with  the  whole  population."    As  Cervantes  says: 

There  never  yet  has  been  a  Spanish  woman 

Who  was  not  born  into  this  world  a  dancer.' 

From  the  King  down,  everybody  danced,  and  k  was  said 
of  the  grave  and  somber  Philip  the  Third  that  "he  dances 
very  well  and  it  is  the  thing  that  he  does  best  and  enjoys 

most."* 

Decision  of  the  first  pcrformaoce  of  hia  Simiramii.  {Diitertation  jur  (a 
Tragidif  Andenne  it  Mo  J  f  me  (seconde  panic),  in  O^uwres  ComfilfUt, 
Paris,  1S23,  VoL  III,  p.  iii.}  According  to  Ocspois  thii  practice  did  fidt 
ceatt  In  Prance  till  1759.  See  his  interesting  note  in  Oeuvrri  de  Moliht 
(ed,  del  Grands  ficrivains  de  la  France),  Paris,  tS76,  Vol.  Ill,  p.  ]£,  and 
FiichniBnn,  Melihe  ah  Sckauspieldireitor,  in  Ztfl.  fur  Fretnx.  Sprache  und 
Lit.  (1505),  p.  30- 

'  SancKez-Arjona,  AnaUt,  p.  296. 

'Spanish  dancers  were  famous  among  the  Romans,  the  Usciriouf  dances 
of  the  iwomen  of  Cvdiz  being  especially  mtDtioned  by  Juvenal  and  Martial, 
Mariana,  in  his  chapter  on  the  ZarabtntJa,  says:  "ta»  mugcres  que  hscian 
esre  baile  de  deshonestidad  las  tiamaban  en  Roma  gadlianas,  de  Cidii, 
ciudad  de  Espana,  donde  »e  debi^  de  inventar  en  aquel  tiempo."  {C»mtrm 
ht  Juegm  puklUoi,  cap.  xii.)     Martial'4  words  are; 

"Nee  de  Cadibui  imprests  pueltae 
Vibrabunt  tine  fine  prurtfnUi 
LMtivof  dacili  Iremore  tumhot" 
See  atso  the  eleventh  Satire  of  Juvenat,  the  passage  beginning;  Ftrntan 
expedft  ut  gaditana  canoTO,  etc. 

*  "No  ay  muger  Espanola  que  no  saiga 
del  vientre  de  su  madre  bayladora." 
La  gratt  Sahara,  Act  III.    (Ocko  Comedias,  Madrid,  1615,  fol.  ijc^r.^ 
*See  the   very   interesting   Cuadros  vie/ot  of  Jalio   Monreal,    Madrid, 
1S7S,  the  chapter  entitled  "Loi  Bailes  de  antaiio."     In  Lope's  Et  Maeflft 
dt  Danmar  (written  in  1594),  Tebano  says: 

"Verdad  e*  que  es  et  danzar 
El  alma  de  la  hertnosura. 
Que  mas  que  el  rostro  proctirm 
Penuadir  y  eoamorar. 
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Music  and  dancing  seem  to  have  been  indispensable 
accompaniments  of  the  comedia  from  the  earliest  times. 
They  were  also  a  necessary  part  of  all  religious  festivals 
and  representations,  and  we  may  be  sure  that  no  auto  was 
performed  without  music  and  dancing  for  the  delectation 
of  the  spectators.  One  of  the  earliest  documents  pre- 
served in  the  Archives  of  Madrid  concerning  these 
dances  is  dated  May  r?,  1574,  when  Alfonso  de  Silva, 
dancing-master,  agreed  to  present  four  dances  at  the  festi' 
val  of  the  Holy  Sacrament;^  and  in  1579  Jusepe  de  las 
Cuevas  produced  a  dance  "representing  the  battle  of 
Rodrigo  de  Narvacz  with  the  Moor  Abindarraez"  at  the 
festival  of  Corpus  Christi,  and  also  a  dance  of  the  "Seven 
Virtues  and  Seven  Sins."*  These  dancers  were  frequently 
Portuguese,  and  in  1587  one  Hurtado,  at  the  Corpus 
festival  in  Seville,  exhibited  a  car  "with  five  Portuguese 
women,  with  their  tamboriles  and  sonajas^  and  instru- 
ments, who  are  to  dance,  play,  and  sing  along  the  streets 
through  which  the  procession  is  to  pass*';''  and  in  1590 
eight  ducats  were  paid  to  Leonor  Rlja,  a  mulatto,  to  ap- 
pear upon  a  car  at  Corpus  in  Seville,  and  dance,  sing,  and 
play  the  guitar,  sonajas  and  lamborii,  together  with  four 
other  mulatto  women  and  two  men."  In  the  same  city  at 
the  Corpus  festival  of  1591,  two  sleight-of-hand  perfomi- 

Que  iquel  igrl  moviniienta 
Mucitra  con  mayor  afcto 
Un  Bmtiniinito  sccrcto 
Que  not  mucitra  »cntimJet]to." 

(Act  I,  Sceoe  IV,  cd.  H«rtzcnbuiclL,  11,  p.  7j.) 

'P*fe«  P»*tor,  fivtvoj  Datot,  p,  5, 

'IHJ..  [>.  tt. 

'  Tami*rit  =  timbrel  or  tabor ;  sonatas  =^  "a  kind  of  io«irument  the  <!ountiy 
ti^k  daaee  lo,  being  a  round,  fiat  frame  of  woad,  vrith  both  sides  covered 
*i(t  parchment  like  a  drum,  not  above  tix  inches  diameter,  and  not  above 
*«o  tbckei  between  the  parchmenti,  and  round  the  frame  horae>bells  or  Jodk 
"1M  plate*  arc  let ;  this  they  shake  with  the  one  hand  and  strike  it  with 
<kt  Mher  to  nakc  4  rvftical  musick."     (Oclpiuo's  Spanish  Dictionary,  Lon- 

Saadiez-Arjoaa,  Anslet,  p.  77, 
*fW..  p.  u. 
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ersj  with  living  birds,  "according  to  the  custom  of  the 
Italians,"  with  music  and  ballads  "in  the  sacred  style,"  took 
part.*  For  a  dance  at  the  Corpus  festival  of  1 609  the 
Villa  de  Madrid  paid  1550  reals  to  Andres  de  Najera. 
This  was  a  danza  de  casrabel,  entitled  "The  dance  of  Gay- 
feros  and  rescue  of  Melisendra,"  to  consist  of  ntne  per- 
sonages: "four  Frenchmen,  four  Moors,  and  the  infanta 
Melisendra;  also  an  enchanted  castle,  a  horse  of  painted 
pasteboard  (papelott),  and  Don  Gayferos,*'  A  descrip- 
tion of  the  rich  costumes  of  the  dancers  follows,  and  we 
are  told  that  the  castle  is  to  he  provided  with  hinges,  so 
that  it  may  be  opened  where  desired.*  In  1611  there  is 
mentioned  a  "Dance  of  King  AJonso,"'  and  in  1623  a 
dance  called  "The  History  of  the  Marquis  of  Canete," 

'■  Sanchcz-Arjona,  p.  82.  For  other  dances  at  the  Cofpus  f »tiTa!  >t 
Madrid  in  the  claiing  years  of  the  lixtecDth  century,  see  below,  pp.  74,  75. 

'Perez  Pastor,  Nuti/os  Datot,  p.  115,  '%a$JanKat  de  taicabel  crAnpiTi 
g«nte  que  pucde  salir  i  danzar  por  las  callca.  Y  hubiera  sldo  iodecenie 
que  aiistieien  i  eltai  Iot  maeitros.  Era  danza  muy  diverta  de  la  dt  (unit 
que  era  para  Principes  y  gente  de  reputacion."  {Don  Quixote,  cd.  Clemeti' 
cin.  Vol  VI,  p.  273.)  Clemencin's  wurce  for  this  statement  was  probably 
Juan  de  Esquivel,  Ditturtos  tobre  el  Arte  del  danzadot  SevilU,  1:642,  who 
tells  us  that  Philip  IV,  vvtii  extremely  food  of  dancing;  "El  Rcy  nuestro 
Senor,  i  cuya  obcdiencia  «e  postran  los  dilatados  t^rroiDos  del  mundo, 
aprendid  «ste  arte,  y  quando  le  abra,  «  con  la  mayor  eminencia,  gala  y 
iazon  que  puede  percibir  la  imaginacioit  mas  atenta."  He  meotions  the  most 
famous  dancing-niaaters  of  the  time,  among  thrm  Antonio  de  AliDeoda,  of 
Madrid,  Philip's  teacher,  Joiii  Rodriguez  Tirado  of  Seville,  AoteiUO  de 
Burgos,  Juan  de  Pastrana,  and  others.  On  fol,  30,  v.,  he  says  that  "/^frari*, 
rattro.  Karabanda  y  tarraga  son  una  ^misma  co^a-"  He  alway*  speaks 
VTilh  contempt  of  the  "batle*  popu lares,  i  los  que  Hainan  danaas,"  ai  un- 
warthy  of  gentlemen.  On  foi.  44,  v,,  he  says:  "Todos  los  maestros  aborreceu 
k  loB  de  lat  danzas  de  tasrabtt,  y  con  mucha  razon  porque  es  muy  distiota 
i  la  de  quenta  y  de  muy  inferior  lugar,  y  ansi  ningun  maestro  de  reputacion 
y  con  escitcta  abierta,  *t  ha  hallado  jamas  cO  seniejanles  chapandacas  y  si 
■  Iguno  lo  ha  hecho,  no  habri  sjdo  teniendo  escuela,  ni  Hegado  i  Qoticia  de 
•ua  diacipulos,  porque  ct  que  to  supiese  rehusari  serlo  de  alii  adelante, 
porque  la  danza  de  cascabti  es  para  gente  que  puede  salir  i  danqar  par  las 
callec,  y  i  estas  danQat  llama  por  graccjo  Pranctsco  Ramos,  la  taraaca  del 
dia  de  Dios."  etc.  {Gayangos,  in  the  Spanish  transUtioo  of  Ticknor's 
Hittarft  Tomo  III,  p.  45S.) 

'  Thit  *eem«  to  have  been  •  v«ry  ancient  dance.  Cervaotti  allude*  tv  it 
■.t  the  cloM  of  bis  eriitrefnes  £/  Rti^an  viudo  as: 

"El  Rey  don  Alonan  c|  Bueno^ 
Gloria  de  Ea  antiguedad," 
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In  1634  costumes  were  hired  from  Alonso  de  la  Vega, 
autor  de  eomedias,  for  a  dance  in  the  town  of  Mejorada, 
the  sum  paid  being  150  reals,  besides  a  skin  (bota)  of  wine 
of  half  a  gallon,  and  a  hen,  "which  are  to  be  presented 
to  the  said  autor  by  the  mayordomos  of  the  Lady  of  the 
Rosary  of  the  said  town";'  and  in  1637  we  read  of  a 
sword  dance  {danza  de  espadas)  to  be  performed  in  the 
town  of  Valdemoro.' 

Dances  or  bayles,  and  short  interludes,  called  entre- 
meses,  were  inseparable  from  the  comedia.  Most  of  the 
players  in  a  theatrical  company,  as  already  observed,  also 
sang  and  danced,  besides  acting  in  the  comedia,  and  many 
of  the  contracts  between  manager  and  player  stipulate 
that  the  player  is  to  act,  sing,  and  dance  {para  representar, 
cantar  y  bailar) .  Of  the  nature  of  these  bayles  we  know 
rcry  little,  except  that  many  of  them  were  deshonestos.* 
They  were  always  accompanied  by  words  or  by  singing;* 
the  three  or  four  most  celebrated  bayles,  at  least,  having 
each  Its  particular  air,  to  which  the  later  ones  were  often 
sung.  They  were  frequently  of  such  a  loose  and  licentious 
nature  that  they  caused  great  scandal  and  obliged  the 


It  it  iiieiiHon«d  In  the  Tragifftmtdia  dt  Lyrandro  y  Raselia  (Salamaiica(  ?>, 
i$4j).    8<e  Coitction  de  Librgj  ftpanoles  raros  6  eariostit.  Vol.  Ill,  Madrid, 
tija,  p.  225,  *nd  Pelliccr's  Dote  10  his  edition  of  Don  Quixote,  Madrid, 
'797.  Vol.  IV,  p.  103. 
'  F<K2  Pawor,  Nutvot  Datet,  p.  338. 

'Oa  the  danza  de  tspadat,  tee  LeoD-Pioelo,  Vtiot  aniiguos  f  modernot, 
Uaiffkl,  1641,  foL  itz,  V. 

'Gonzatn  de  Salat  makes  the  Following  distinction  between  dannat  and 

imUi  -  "Dance*  are  tneaaured  and  grave  movemeDts  in  which  the  arina  are 

apc  uacd,  but  [he  feel  only.    Bailrt  admit  of  freer  gestures  of  the  arms  and 

l«rt  at  the  tame  litne."     (Nueva  Idea  de  ia  Tragedia  aniigua,  Madrid, 

ttft,  p.  171.)     See,  hawever,  Pclliccr's  note  to  Don  Quixate,  Ft.  II,  chap. 

tMU^  on  the  distinction  between  bailar  and  danwar, 

'"Aaaj    tambien    lo    vemos    en    nuestros    Theatros,    puet    unas    vecci 

Dnati  i  Bailan  solo  at  son  de  los  initrumcoCa^,  i  mras  vec«s  al  son  dc  lo 

fit  con  tot  inftrumnitcs  cantan   las  voces.     I   lo  que  mas  ei,   lot  mismoa 

fMdiBxui  i  bailan,  cancan  juncarocnte,  primor  i  elcgancia  en  eMos  ultimos 

iIm  [bafore  lijl]  introducida,  i  aumamente  djficultosa,  iiendo  fuerza  que 

■Hte,  |wra  la  oancentuota  harmonia  de  la  voz,  cl  cspititu  alterado  i  de- 

(naaao  cod  toa  ajitadoi  movimientDs."    (Gonzales  de  Salas,  iirid.,  p.  17].) 


THE  SPANISH  STAGE 

authorities  to  intervene  and  suppress  them.'  Of  these 
bayles  the  most  famous  as  well  as  the  nnost  voluptuous  and 
indecent,  it  seems,  was  the  Zarabanda,  first  introduced 
about  1588,  according  to  Pellicer. 

The  earliest  authentic  date  that  I  have  found  for  the 
Zarabanda  is  contained  in  the  Cancionero  Classense,  from 
which  excerpts  and  a  complete  list  of  contents  have  been 
published  by  Professor  Restori.^  Thk  Cancionero  was 
copied  by  Alongo  de  Nabarete  of  Pisa  in  Madrid,  in  1589. 
On  fol.  94,  v.,  we  read: 

La  Qarabenda: 
La  (Jarabanda  csta  presa 

que  dcllo  mucho  mc  pesa 

que  merece  ser  condesa 

}'  tambien  emperadora 

"A  la  perra  mors!    A  la  matadoral"^ 

'It  ifl  wetl  known  thai  the  Elizabethan  plan's  generatty  began  with  1 
prologue  and  ended  with  a  "jig,"  which  hai  been  described  as  a  "dramatic 
performance  in  rime,  every  pan  of  which  wai  tung  by  the  perfonncrs,  and 
one  which  was  frequently  exhibited  on  the  sragv  as  an  afterpiece,  a4  farce* 
■re  at  present."  (Ward,  History  of  EngUih  Dramatic  Literature,  Vol.  I* 
p.  476.    Sec  also  Collier,  .4nnals,  Vol.  Ill,  pp.  376  ff.) 

'  CatidoHfro  Clauenst,  Roma,  190a. 

*This  shows,  moreover,  (hat  the  buy!*  entitled  Lti  Ptrra  Mora  and  also 
La  Maiadora  were  then  well  known,  and  as  Professor  Restori  remark)  that 
there  are  "30  strofe  con  vari  ritarnelli,"  it  is  very  probable  that  many  other 
baylis  current  at  the  time  are  mentioned  in  these  refrains.  Three  baylti 
by  Quinonca  dc  Bcnavcnte  are  published  among  his  Entremetes.  Thej 
gentrally  contain  about  a  hundred  verseu  or  less,  and  are  danced  by  two 
men  and  two  women  and  a  graciofo,  or  three  men,  three  women,  and  1 
grafio/o,  A  BuyU  famoia  del  Caualltro  de  Olmtdo,  tompursto  for  Lope  dt 
Vega,  is  printed  at  the  end  of  Lope's  Comeditu,  Part  VII,  Barcelona,  1*17, 
made  up,  in  no  small  part,  of  snatches  from  the  old  popular  ballads. 

In  Cervantes's  entremea  La  Cueua  de  Salamanta.  near  the  end,  we  ire 
told  that  the  Zarabanda  and  other  hayhi  were  invented  io  bell: 

PancraAo:  "Digatnc  senor  mio,  pues  los  diabloi  Io  saben  todo  i  dondc  te 
inuentaron  todo*  estos.  bayles  de  las  zarauandas,  zamibapato,  y  delto  me 
peta,  con  el  famoso  del  mieuo  rscarraman?  Bariero:  Adonde  ?  en  el  il>* 
fierno,  alii  tuuieron  su  origen  y  principio."  (Ocho  Comedies  y  ecko  Emtre- 
mesej  nuraw,  etc.,  Madrid,  1615,  fol.  252,  v.)  Many  of  the  dramatisti 
wrote  bayles,  and  they  are  found  in  nearly  all  the  collections  of  ew- 
trentejet  published  in  the  second  half  of  the  seventeenth  century.  The 
little  volume  called  Migaxas  del  iKgenia  contains  several  by  Laniuir 
among  them  a  "baile  cantado." 
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Much  has  been  written  about  this  dance ;  all  agree  that  it 
was  "pestiferous,"  and  perhaps  this  ought  to  suffice.'  It 
is  therefore  most  strange  that,  In  spite  of  its  notorious, 
immorality,  the  Zarabanda  should  have  been  danced  at 
the  festival  of  Corpus  Chrlsti  in  Seville  in  1593,  when 
the  autos  were  represented  by  the  company  of  the  cele- 
brated Jcronimo  Velazquez.*  Many  were  the  remon- 
strances against  this  dance,  especially  by  churchmen.^  The 
Zarabanda  was  followed  by  other  and,  it  is  to  be  feared, 
not  much  more  decorous  dances.*    Among  the  most  cele- 

'  AlofiM)  Lopex  gtTei  a  description  of  the  Zarabanda  as  he  saw  it  danced 
in  ihe  bmiM  of  his  friend  Fadrique.  There  he  saw  *'una  mo^a  de  bueo 
tatlc,  7  m  una  vieja  de  feo  y  peiiniD.  La  nio<;a  le  inclind  hazia  el  un  lado 
del  (uelo,  y  alc^  una  vihuela,  y  comencd  a  cantar^  y  canCando,  acabd  uno 
y  orro  romance  vicjo;  tan  bicn,  que  el  Pinci&nn  qued6  a  ella  honeitamente 
tficianado,  que  hasta  chtonce*  parecian  la*  mugerea,  la  una,  una  aaiicta 
Clonic*;  y  la  otra  una  sancta  AnaitSMa;  pero  poco  despues  descubrierem  la 
kila^a  (conw  diien}  que  la  que  parecia  antes  Anaetaaia,  se  trocd  en  Satha- 
oaa,  f  la  Monica  en  Demooica  fue  conucrtida:  porquc  «e  levantii  la  una,  y  la 
otra  de  la  meia,  y  la  mo^a  con  su  vihuela  dan^ando  y  cantando,  y  la  vic)a 
ceo  una  guitarra  cantando  y  dan^ando,  dixeron  de  aquellaa  suziai  bocas  mil 
pefqucriki,  esfof^sndolai  con  los  inatrumentos,  y  moulmicDtoa  de  aus  cucrpo* 
pooQ  castoi,  Tal  fue  la  dissolucian,  que  los  tres  hombret,  que  solos  eran, 
eiaoaji  corridos  y  afrenradois."  (Fhilasepkia  antigaa  pattica,  Madrid, 
ijyi.  p.  419.)  See  also,  on  the  Zarabanda,  the  interesting  note  of  Bonilla  j 
Sam  Marrin  iii  hi*  edition  of  Guevara's  Diablo  Cojuelo,  Vigo,  1902,  pp.  1401 
141,  and  the  teamed  dissertation  on  this  and  other  dances  by  Rodriguez 
Marin,  El  L^ayta  de  "El  Celojo  Extrtmtno"  Sevilla,  1901,  pp.  256-188. 
'  Sancbrx-Arjona,  Anattt,  p.  S5. 

'  Se«  CMarelo  y  Mori,  Bibiiogrcfia  de  tat  Controversiat  sobre  la  Licitud 
itl  Ttatft  t*  Etpana,  Madrid,  1904,  pp.  $75  ff.,  an  excellent  work. 

'The  historiaD  Mariana  in  his  treatise  Ca»/ra /aj  Ju^j^iif  pu6/iro.r  devotes 

t  whrolc  ebapter    (xii)    to  the  balle  y  cantor  llamado  Zarabanda.     He  ia 

MatUsii  im  hi*  denunciation  of  this  dance,  which  he  says  was  danced   in 

«t  of  ilic  iDMt  illustrious  cities  of  Spain  in  the  procession  and  festival  of 

Ciryst  Chritti:  "Sabcmos  por  cierta  haberse  danzado  e»te  baile  en  una  de 

ilastrei  ciudades  de  Espaiia,  en  la  rnisma  procesian  y  fiesta  del 

Sacramento   del   cuerpo   de    Cristo,    nuestro   Seiior,   dando    k  su 

bumo  A  narices  tan  to  que  pietisan  honralle.    Poco  es  esto:  despues 

que  en  ta  mesnia  ctudad,  en  diversos  monesterios  de  motijai  y  en 

ffftividad  »e  hizo,  no  solo  este  son  y  t>aile,  sino  los  mcneos  tan 

,  ^ue  fue  mcnefier  te  cubriesen  los  ojos  las  perwnas  honcstas  que  alii 

{BiblioUia  dt  Autartt  EtpahoUt,  Vol.  XXXI,  p.  ^1%.)     In  this 

Hniana  is  tupperted   by  the  evidence  of   Cervantet,   cited   in  the  text. 

^Uemt  alto  iBentioni  a  performance  of  the  Count  of  Lenkos's  comedia  La 

CtM  ttwftua,  DOW  loM,  which  wai  giveo  in  the  church  of  Sati  Btaa  at 
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bra  ted  were  the  Chacona  and  the  Escarraman.  Cervantes 
and  Lope  de  Vega  were  both  great  admirers  of  the  popular 
dances.,  and  the  former  has  introduced  a  chacona  in  his 
novel  The  Iltustrious  Kitchen-maid,  which  is  danced  by 
muleteers  and  Galician  girls,  the  refrain  of  which  is: 

The  Chacona  is  a  treasure : 
Makes  of  life  a  real  pleasure. 

The  third  stanza  is  as  follows;' 

Oft  that  noble  dame  Chacona, 

With  the  Saraband  allied, 
Has  put  our  corking  cares  to  rout 

And  the  black  bitch  has  defied. 
Oft  Chacona  makes  its  entry 

Through  the  chinks  of  convent  cell. 
And  that  tranquil  virtue  flutters 

Which  in  sacred  haunt  should  dwell. 
Often  those  who  most  admire  it 

Rail  against  Chacona' s  charm, 
For  the  fool  ts  ever  eager, 

And  the  loose  imagine  harm,  etc.* 

But  the  Chacona  and  the  Escarraman  were  no  less  vigor- 
ously opposed  by  the  clergy  than  the  Zarabanda  had  been. 

Lerma,  before  Philip  III.  and  Kts  court  in  i6ii,  endiog  with  "the  acandaloiu 
and  volupiuoui.  dance  of  the  larabanda."  {Hiii&ry  af  Spamth  Literaiart, 
Vol.  II,  p.  519,  note.)  This  also  shows  that  the  dance  continued  in  vogu* 
despite  all  opposition.  In  fact,  ai  Pdlicer  (Vol.  I,  p.  i|8)  says;  "la  Zari- 
banda  quedd  tan  mal  muena  que  aun  vivia  y  pirueieaba  en  lo«  Coirtlei  de 
Madrid  el  ano  de  1640." 

^  Cervantes,  The  Exemplary  Novell,  translated  by  N.  Maocoll,  GUtgow, 
Govrans  At  Gray,  1901,  Vol.  t,  p.  5^. 

*"QuJ  de  veces  ha  intentado 
Aquesta  noble  seiiora 
Con  la  alegre  Zarabanda, 
El  p(^aRie,  y  perra  mora 
Entrarse  por  los  resquicios 
De  las  catas  religiose:,"  etc. 

It  should  be  obserrrd  here  that  the  phame  and  the  ferra  mtra  were  ab^ 
bayUt.  The  Escarraman  11  danced  in  Cervantcs's  ralremti  entitled  S^ 
Rufian  hiudo. 
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In  1 6 13  we  find  the  Catalan  Jesuit,  P.  Juan  Ferrer, 
q>eaking  of  them  in  these  terms:  "In  a  certain  city  in 
Spain  there  was  current  at  one  time  one  of  those  songs 
wluch  they  call  the  chacona,  of  such  licentiousness  that  it 
created  the  greatest  scandal,  and  now  there  are  songs  which 
they  call  escarratnan,  sung  in  this  city  [Barcelona],  that 
have  been  produced  in  the  theaters  with  such  lewdness  that 
even  the  admirers  of  the  comedia  were  scandalized  thereby, 
and  many  left  the  theater  to  avoid  hearing  them."  ^ 

Besides  the  three  bayles  or  dances  just  mentioned,  which 

*  Cotarelo  y  Mori,  Controverrias,  p.  353.  The  Chacona  it  defined  u  a 
"Sen  6  tanido  que  ae  toca  en  varios  inttrumentos,  al  cual  ae  baila  una  danza 
dc  menta  con  la*  caatafietai,  muy  airoaa  y  vittosa,  que  no  s61o  ae  baila  en 
Espana  en  loa  fesdnea,  lino  que  de  ella  la  ban  tornado  otraa  nacionea,  y  le 
dan  este  mismo  nombre."  {Die.  de  Aut.)  In  the  very  rare  volume,  Norte 
de  la  Poetia  Etpamola  ilustrado  del  Sol  de  doze  Comedias  {que  forman 
Seguuda  Parte)  de  laureadoi  Poetas  Valendanos,  etc.  Ano  1616.  Impreao 
en  Valencia:  En  la  Impreaion  de  Felipe  Mey,"  there  are  found,  at  the  end 
of  Ricardo  de  Turia't  comedia  La  Fi  pagoda,  "trea  f  amoaaa  Chaconaa  para 
cantar,"  of  which  the  firat  ia  aa  follow*: 


"Asn  vida,  vida  bona, 
vida  vamonoi  a  Chacona. 
Acnerdome  nn  tiempo  quando 
duke,  y  amada  Senora, 
la  Doche  me  hall6  en  tua  brafoa, 
y  en  elloa  el  Alba  hermosa. 

Y  en  medio  deatoa  contentoa, 
annque  mejor  diria  gloria*, 
coo  la  grana  de  tu*  labio* 
meade  mi*  do*  amapolas. 

Y  aunque  acertaron  a  hallarae 
doa  lenguaa  en  cada  boca, 

en  un  prof  undo  ailencio 

paaamos  la  noche  toda. 

Ay  quanto  un  amor  ae  aumenta, 

y  una  aficion  *e  acrisola 

entre  *auanas  luaues, 

y  entre  la*  obscuraa  aombraa. 

AlU  en  bonanza  tranquila 

ola*  de  eatorbos  *e  cortan, 

lo«  uracane*  de  cclos 

sa  fuer^a,  y  poder  afiojan. 

Loa  eacolloi  de  desdene* 

en  dulce  puerto  *e  toman, 

y  loa  baxio*  de  auaencia 

del  gran  Neptuno  en  la  concha. 


Y  con  tener  aeago  el  mar, 
y  tener  el  viento  en  popa, 
no  nauega  mal  quien  puede 
naueg^r  legua  por  hora. 
Que  del  trabajo  del  vaao 
por  aer  materia  poroaa, 
audan  maatilea  y  jarciaa, 
y  loa  velamea  ae  mojan. 
Que  en  aemejante  ocaaion 
Budaran  hasta  laa  rocaa; 
tal  e*  el  dulce  trabajo, 
y  la  apacible  congoja. 
Loa  prosperoa  vientoa  ceaan, 
y  asesan  con  vozea  roncas 
los  pechoa  que  el  pecho  dieron 
al  agua  del  amor  sabrosa. 
Falta  el  viento^  y  el  aliento 
antea  de  aalir  ae  ahoga, 
quedando  el  Vagel  rendido 
en  ima  calma  amoroaa, 
hasta  que  refresca  el  viento^ 
y  la  gente  ae  alboro^a, 
continuando  el  viage 
haata  arribar  a  laa  CMtat. 
An  vida,  vida  bona,"  etc. 
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were  the  most  popular,  PcUicer  mentions  a  number  of  other 
"baylcs  antiguos":  the  Turdion,  Pavana,  Madama  Or- 
liens.  Pie  de  g'tbao,  Rey  Don  Alonso  el  Bueno,  etc.,  and  of 
what  he  calls  the  "populares  y  truanescos,"  he  gives  a  long 
list,  including  the  Carreteria,  Hermano  Bartolo,  Polio, 
Pert  a  Mora,  Canario,^  etc.  That  these  dances  were  in 
vogue  at  about  the  same  time  Is  shown  by  the  fact  that  the 
Canario,  Rey  Don  Alonso  el  Bueno,  CoscoUna,  Repulida, 
Pizpita,  Chiquinaque,  M ostrencm,  Juan  Claros  el  ff*latt, 
Zambapalo,  Pesame  dello,  Gallarda,  Villano,  and  others 
are  mentioned  by  Cervantes  in  the  Escarraman  which  he 
has  introduced  into  his  interlude  El  Rufian  biudo.'^ 

Many  other  curious  dances  are  mentioned  by  Perez 
Pastor,  which  were  performed  at  the  Corpus  Christi  fes- 
tival in  Madrid:  in  1584  the  Danza  de  Radatnante, 
Reinatdos,  Roldan,  Oliveros  and  Montesinos,  and  the 
Llegada  de  Eneas  a  Cartago;^  in  1592  the  Danza  de  sets 
Abestruces  y  sets  M uchachos  zapateadores  and  the  Danza 
de  la  Recuperacion  de  Espaha;*  in  1596  the  Danza  del 
Robo  de  Elena  and  Danza  de  FUlanos  y  Fillanas;^  in 

*  Tratado  /thterito,  Vol.  I,  p.  126,  and  p.  1)7  for  a  long  litt  of  baylii  tb« 
WCfV  danced  (o  the  air  of  the  iar^banda. 

*  Lopp  dc  V'cgB  Imneiitf  the  diiappearance  of  these  old  dancei,  and 
mention*  pnotber,  L4  AUmana:  "se  van  oluidaadose  .  ,  .  las  dan^ii 
Knti|cua»,  con  etttt  iccionea  geatimlares,  y  mouimienlos  lasciuos  dc  la 
ChKranaii,  en  tanta  ofensa  de  In  virtud  de  la  caatidad,  r  el  decorow 
•ilrndo  de  lag  damas.  Ay  de  ti  Alemana,  y  Pie  de  Gtbao,  que  tantm 
■fioa  eatuuiste*  honrando  I09  airaos!"  {La  Dorotea,  Madrid,  tfija,  Act  I, 
Seane  VU,  fol.  40.)  GdngorA,  in  one  of  his  balladi,  %iyt  there  la  00  d&oee 
like  thf  Gtilitrda: 

"Que  quitre  dona  Maria 
Vcr  bailar  k  dona  Juann 
Una  Gallarda  Mpanola, 
Que  no  hay  danza  mas  gallarda." 

The  itately  grmvity  with  nvhich  the  GmllarJa  was  datkced  is  described  ac 
Mnw  length  by  Calderon  in  hit  El  Mafstrt  dt  Damt^r,  Jornada  11,  Sc^ne 
XXV.  $M  Monrral,  Cnmdr^i  vitjei,  Madrid,  t%j%,  p.  gj.  In  a  Frcnet^ 
work  on  dan^init,  Arb«au'a  Orrki/^gtgpkU.  published  at  Ma^o  in  tsSSp 
tk«  T»rdi«n  and  GailUrJ  are  described  as  bring  daond  exactl;'  alike- 
9m  SbakvapearvV  Mmtk  Ad*  ai*mi  A'miki^g,  ed.  by  Dr.  Horace  Howard. 
PuiMM,  PUUdelphia,  |i.  6;,  dmc  69. 

•.Vw*»i  OdfM.  p.  I  J.  '■tUd,.  p.  ij.  '  Ihid.,  p.  4j. 
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1598  a  Danza  de  Portugueses;^  in  1599  a  Danza  de 
veintequatro  Sdtiros  y  Fdbulas  y  un  Sileno,  danced  on  the 
occasion  of  the  entrance  of  the  Queen  into  Madrid.'  I 
presume  that  these  were  all  what  were  called  "Danzas 
habladas.*'* 

It  appears  that  down  to  the  close  of  the  sixteenth  cen- 
tury and  perhaps  even  later,  these  dances  at  the  Corpus 
festivals  were  performed  and  the  expenses  were  borne  by 
the  various  guilds.  In  March,  1599,  there  was  an  agree- 
ment between  the  company  of  tavern-keepers  (gremio  de 
tabemeros)  and  Jusepe  de  las  Cuevas  to  represent  the 
"danza  de  los  caballeros  para  la  entrada  de  la  Reina"  \* 
and  in  April  of  the  same  year  Juan  Granado  is  to  give  the 
dance  La  Boda  d  lo  sayagiies  by  order  of  the  blacksmiths, 
and  the  Danza  de  los  Dioses,  to  be  paid  for  by  the  shoe- 
makers, and  the  Danza  de  la  Pandorga,  performed  by  the 
JMners  and  inn-keepers  (cajoneros  y  mesoneros)."  Be- 
tides, the  "gremios"  or  guilds  of  "cabestreros,  esparteros, 
zorradores,"  and  "curtidores"  represented  dances  at 
Corpus  in  Madrid  in  1599.^ 

'  Nutvs  Data,  p.  48. 
•/*«.,  p.  549. 

'  See  Don  Quixote,  Part  II,  chap,  zx,  and  Clemencin's  note.    Delpino  de- 
inn  a  Dmnxa  hablada  a«  "a  dance  composed  of  many  persons,  with  dresses 
Nttable  to  represent  any  passage  in  history."    (Spanish  Dictionary,  London, 
'7$l.) 
*  Ntuvot  Dalos,  p.  49.  *  Ibid.,  p.  50.  *  Ibid. 
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In  any  discussion  of  the  stage  or  scenic  arrangements  of 
the  early  Spanish  theater  the  distinction  between  autos  and 
other  festival  or  court  performances,  on  the  one  hand,  and 
those  which  took  place  in  the  public  corraUs,  on  the  other, 
must  always  be  borne  in  mind.  In  the  former,  as  al- 
ready observed,  there  was  often  an  elaborate  display 
of  scenery  and  ornamentation  even  before  the  middle 
of  the  sixteenth  century,  while  the  public  theaters  or 
corrales  were  almost  destitute  of  scenery,  in  our  ac- 
ceptation of  the  word.  And  this,  we  know,  was  also 
the  case  in  England  in  Shakespeare's  time.'  Cunning- 
ham* gives  some  curious  Information  concerning  the 
private  representations  at  the  English  court.  As  early  as 
1571,  after  mentioning  several  plays,  the  last  of  which  i» 
Paris  and  Vienna,  "shewcn  on  Shrovetewsdale  at  night  by 
the  children  of  Westminster,"  we  read:  "All  whiche  vi 
playes  being  chosen  owte  of  many  and  ffownde  to  be  the 
best  that  then  were  to  be  had;  the  same  also  being  often 
perused  and  necessarely  corrected  &  amended  by  all  thaf- 
forseide  oflScers.  Then  they  being  so  orderly  addressed, 
were  likewise  throwghly  apparelled  &  furnished  with  sun* 

*  Sec  the   intercsiinf!  articlM  by  G.  P.  Reynalds  in  Modtrn  Pltii»l*gj, 
Vols.  II  aodlll  (i9<H--s)' 

*  EKtractt  from  tht  AeeetinU  of  the  Retifh  at  Court,  Loodon  (Sh»kc»pcar< 
Society),  1841. 
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dry  kindes  and  sutes  of  Apparell  &  furniture,  ffitted  and 
garnished  necessarely  &  answerable  to  the  matter,  person 
&  parte  to  be  played.  Having  also  apt  howses,  made  of 
caniassc,  fframed,  Hashioned  &  paynted  accordingly  as 
might  best  serve  theier  severall  purposes"  (p,  13). 

'573  ('*  "^^y  b^  noted  that  in  this  year  Italian  players 
are  mentioned  at  Windsor,  ibid.,  p.  79) :  "Mrs.  Dane  for 
Canvas  to  payntc  for  howses  for  the  players  &  for  other 
properties  as  Monsters,  great  hollow  trees  &  suche  other," 
etc.  (p.  54). 

1574:  There  is  frequent  mention  of  frames  and  canvas 
ti  early  as  this  year,  and  also  the  following  entry:  "Pulleys 
for  the  Clowdes  and  curteynes  .  .  .  Dubble  gyrte  to 
hange  the  soon  in  the  clowdc,"  etc.  (p.  90). 

1578;  "For  a  hoope  and  blewe  Lynnen  cloth  to  mend 
die  dowde  that  was  borrowed  and  cut  to  serve  the  rock 
in  the  play  of  The  burnyng  Knight"  etc.  (p.  147). 

1579:  '*Tke  History  of  Serpedon  shewen  at  Whitehall 
on  Sbrovctewesdayc  at  night  enacted  by  the  Lord  Cham- 
berlq-ns  servants  wholly  furnyshed  In  this  office  whereon 
wu  ymployed  for  head  attyres  for  women  and  Scarf es  xi 
tils  of  Sarcenett,  a  greate  Cittie,  a  wood,  a  castell  and  vi 
piyre  of  gloves"  (p.  156).  Colors  for  painting  scenery 
ife  mentioned  in  this  year:  "William  Lyzarde  for  sondry 
tilings  by  him  browght  into  the  office.  Syse,  cullers,  pottes, 
luyles  and  pensills  used  and  occupyed  upon  the  payntinge 
ofvii  Cities,  one  villadge,  one  Country  howse,  one  battle- 
Otnt,  iiti  axes,  a  Braunche,  lillyes,  and  a  mount  for  Christ- 
nuf  iii  Holtdaies"  (p.  162). 

ijRo;    "A   Siorie   of   Pompey,    enacted   in   the   hall 

[Wlutehall],  on  twelfnighte  whereon  was  )mriployed  ncwe, 

me  great  citty,  a  senate  howse,  and  eight  ells  of  double 

ttrcenct  for  curtens  and  xviii  paire  of  gloves"  (p.  167). 

1584 :  "'  The  History  of  Felix  tf  Philomena  shewed  and 

caacted  before  her  highnes  by  her  Ma'**  servauntes  on  the 

Modaie  next  after  ncweycares  dale,  at  night  at  Grenewiche, 
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whereon  was  )'inploicd  one  battlement  &  a  house  of  can- 
vas." Lastly,  in  the  same  year  we  read :  "A  pastoral!  of 
Phiilyda  &?  Choryn  .  .  ,  whereon  was  ymployed  .  .  . 
one  greate  curteyne  and  scarfs  for  the  nymphes,  one  moun- 
tayne  and  one  greate  cloth  of  Canvas"  (p.  rSS). 

All  these  were  court  performances  and  had  nothing  to 
do  with  the  public  theaters  In  England,  which  at  this  time 
had  probably  advanced  no  further  than  those  of  Spain. 
To  these  we  now  return. 

There  can  scarcely  be  a  doubt  that  down  to  about  the 
last  decade  of  the  sixteenth  century  (i.e.,  even  a  few  years 
after  Lope  de  Vega  had  begun  to  write  for  the  stage)  the 
public  theaters  of  Madrid  possessed  only  the  most  primi- 
tive stage  machinery  and  appliances,  and  no  scenery  in  our 
sense  of  the  word.  This  view,  however,  is  not  in  accord 
with  an  opinion  expressed  by  Schack,  though  this  dis- 
tinguished writer's  other  statements  upon  the  subject 
can  hardly  be  reconciled  with  the  assertion  to  which 
we  refer,  which  Is  as  follows:  "According  to  Rojas, 
therefore,  the  improvements  in  scenic  arrangements  had 
progressed  to  such  an  extent  by  about  1 580  that  comc- 
dias  were  performed  in  which  were  represented  mirac- 
ulous visions,  artistically  contrived  scenes,  and  alarms 
of  war,  and  even  horses  were  brought  upon  the  stage." ' 
Schack  bases  this  statement  upon  the  following  lines  of 
the  "Loa  de  la  Comedia"  contained  in  the  Fia^e  entrf- 
tettido  of  Rojas:  '*Now  they  made  inBated  vcr&es,  wore 
costumes  of  cloth,  satin,  and  velvet,  and  silken  stockings. 
They  wrote  [comcdias]  in  three  acts  and  introduced 
chiilknges;  they  sang  by  two  and  threes,  and  women 
acted.  The  time  arrived  when  comedias  de  apariencias 
(i.e.,  with  scenic  effects)  and  lives  of  saints  and  plays  with 

'  "So  ytur,  nich  Rojas,  die  Vervollkomnmufi^  der  seeniscKcn  Vorrich- 
tungni  urn  15S0  Khoo  «o  iTrit  gvdichcn  dait  man  Comodin  mk  WutideKr' 
•chcinun^n,  Caun»eDkuDsi«n  und  Kriegstina  auSubit«  uod  sogar  pferdc 
aut  <l>r  BCihne  hrachte.**  {Gttchitku  drr  Jramm^tkem  lUtrtlur  «.  Kumit 
ta  Sf*m*M.  Vol.  I.  p.  p^\ 
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stage  machinery  came  into  vogue,  and  among  these,  farces 
in  which  battles  were  represented.  Pedro  Diaz  then  wrote 
his  comedia  El  Rosario,  which  was  good;  and  Alonso 
Diaz  his  San  Antonio,  and  finally  there  was  not  a  poet  in 
Seville  who  did  not  write  a  comedia  about  some  saint. 
Then  they  sang  by  threes  and  fours ;  the  women  were  beau- 
tiful and  dressed  in  male  attire,  and  gallantly  and  well 
made  up  they  stepped  upon  the  stage,  adorned  with  pearls 
and  chains  of  gold.  Now  horses  were  brought  upon  the 
stage,  a  feat  never  seen  until  this  time,  nor  was  this  the 
least  of  them.  All  these  things  passed  away,  and  then 
came  our  day,  which  may  be  called  the  Golden  Age,  to 
judge  by  the  point  reached  by  comedias,  actors,  plots, 
conceits,  epigrams,  inventions,  novelties.  .  .  .  What,  that 
has  not  already  been  done,  can  they  do  who  come  after  us? 
What  can  they  invent  that  is  no%  already  invented?"  ctc.^ 

Important  as  the  Viage  entretenido  is  in«many  respects, 

*■  * 

'After  mendonuig  Ardeda't  Los  Encantos  de  Merlin  (now  lost),  Luper- 
cio's  tragedies,  the  Semiramis  of  Viru^  and  the  Conde  Loco  of  Morales 
(t.  Barrera,  Catdlogo,  pp.  si7i  col.  i,  and  537),  Rojai  continues: 

"Hadan  rersos  hinchados,  Vestimse  en  habito  de  hmnbre, 

Ya  usaban  sayot  de  telas  nlABrras  y  compuestas, 

De  raao^  de  terciopelo,  .M^preseytar  salian 

Y  algunas  medias  de  seda.  dob  .ladlifeas  de  oro  y  perlas. 
Ya  te  hadan  tres  jomadas,  Saciban^^a  caballos 

Y  ediaban  retos  en  ellas,  A  los  teatcos,  grandeza 
Cantaban  i  do*  y  i.  tres,  Nunca  rista  hasta  este  tiempo, 

Y  representaban  hembras.  Que  no  itii  la  menor  de  ellas. 
LIeg6  el  tiempo  que  se  usaron              En  efecto  este  pa86^ 

Las  comedias  de  apariencias,  Lleg6  el  n^estrd^  que  pudiera 

De  Santos  y  de  tramoyas,  Llamam  el  tiempo  dorado, 

Y  cntre  estas  farsas  de  guerras,  Segun  al  pumoicn  que  Uegan 
Hizo  Pedro  Diaz  entonces  Comedias,  repreSentantes, 

La  del  Rosario,  y  hxt  buena,  Trazas,  conceptos,  sentendas, 

S»M  Anfonio  Alonso  Diaz,  Inventivas,  novedades,  .  .  . 

Y  al  fin  no  quedd  poeta  

Ea  Sevilla  que  no  hiciese  i  Qui  harin  los  que  vinieren 

De  algun  santo  su  comedia :  Que  no  sea  cosa  hecha  ? 

Cantabanse  i.  tres  y  i  quatro,       i  Qui  invatarin,  que  no  ttxi 
Eran  las  mugeres  bellas,  Ya  inveittado?  cosa  es  derta,"  etc. 

(El  Fiage  entretenido,  Madrid,  1603,  pp.  137,  128.) 

Rojas  then  mentions  the  appearance  of  Lope  de  Vega,  La  femx  de  nuestros 
d*mp»s,  and  after  him  El  Divino  Miguel  Sanchez. 
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it  was  not  the  purpose  of  its  author  to  write  a  history  of 
the  Spanish  stage.  It  was  composed,  as  the  title  indicates, 
for  the  mere  entertainment  and  pastime  of  the  reader. 
Rojas,  In  all  probability,  took  no  great  pains  to  be  precise 
and  accurate  in  his  statements.  What  he  wrote  slipped 
from  his  pen  without  much  thought  of  chronology. 
Hi»  statements  should  not  be  taken  al  pie  de  la  letra. 
Moreover,  his  experience  on  the  stage  was  limited, 
according  to  hts  own  statement,  to  about  three  years. 
Of  Pedro  Diaz,  and  his  comedia  El  Rosario,  mentioned  by 
Rojas,  we  know  nothing,  but  Alonso  Diaz  is  said  by 
Sanchez-Arjona  {Anales,  p.  86)  to  be  the  author  of  an 
mtto  entitled  Santa  Maria  Egipciaca,  for  which  he  received 
thirty  ducats  when  it  was  represented  by  the  company  of 
Caspar  de  Porres  at  Seville  in  l  594.  Alonso  Diaz  was, 
therefore,  a  contemporary  of  Lope  de  Vega.  His  San 
Antonio  was  doubtless  one  of  that  large  class  of  comedias 
de  Santos  which  greatly  depend  for  their  effect  on  the  use 
of  apariencias  and  tramoyas,  quite  primitive  stage  ma- 
chinery at  that  time,  we  may  be  sure.  As  Morel- Fatio 
says:  *'Les  pieces,  en  effet,  ou  etalt  representee  la  vie  d'un 
saint  se  pretaient  particulierement  au  jeu  de  cette  machi- 
nerie  primitive  qui  enchantalt  le  peuple."  The  same  writer 
quotes  Cristobal  Suarez  de  Figueroa  {Ei  Passagero,  Alivio 
iil),  who  says:  "En  las  comedias  de  cuerpo  (pieces  a  grand 
effet  par  opposition  a  celles  dites  de  ingenio  ou  de  cupa  y 
espada)  que,  sin  las  de  reyes  de  Hungria  o  principes  de 
Transilvania,  suelen  ser  de  vidas  de  santos,  intervienen 
varias  tramoyas  o  apariencias,  singular  anagaza  para  que 
relncida  el  poblacho  tres  o  quatro  vezes  con  crccido  pro* 
vecho  del  autor."*  That  skilful  engineers  or  machinists 
were  employed  by  the  public  theaters  in  staging  such  plays 
at  the  time  alluded  to  by  Rojas,  is  not  at  all  probable. 

'  BuUttin  H'upaniqur,  Ociobcr-Drctmber,  1901,  p.  fSi.  See  also  Cle- 
Rirncin't  note  to  his  edition  of  Don  Quixote,  Madrid,  iSn,  Vol.  Ill,  p.  407, 
■nd  Suarex  de  Figueroa,  Ptmagrrt,  ed.  1617,  ft.  104-106. 
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Concerning  the  assertion  of  Rojas,  *'Sacabansc  ya  caba- 

|Ios"  ( horses  were  now  brought  out  upon  the  stage ) ,  thereis 

no  dramatist  prior  to  1602  to  whom  this  could  particularly 

refer,  so  far  as  I  know,  except  Lope  de  Vega.'     In  the 

latter's  La  Serrana  de  la  Vera^  El  Sol  parado,  and  La 

FarQHa  CasuUana,  all  written  before   1603,  and  in  El 

primer  Faxardo,  perhaps  also  before  that  date,  a  horse 

appears   on  the   stage.      According   to   Luis    Fernandez 

Cuerra,^  it  was  Andres  de  Claramonte  particularly  who 

was  fond  of  bringing  horses  upon  the  stage  in  his  plays. 

He  says:  "Gozabase  en  aderezar  muchas  de  sus  comedias 

con  desaJios  a  caballo  y  en  pasear  sobre  hipogrifos  de 

me  y  hueso  a  las  hermosuras  de  bastidores  por  en  medio 

de  lo  mas  turbulento  y  alegre  de  la  concurrencia.  .  .  . 

£sto  did  lugar  a  que  Ana  Mufioz,  obligada  en  uno  de  sus 

dramas  a  salir  a  caballo  por  el  patio,  alborotado  el  corcel 

con  Ja  algaraza  de  los  mosqueteros,  malpario  un  varon." 

As  Claramonte  is  mentioned  by  Rojas^  among  those  actors 

who  had  (at  least  as  early  as  1602)  written  farsas,  loos, 

hayUs,  etc.,  it  is  not  improbable  that  the  allusion  may  be  to 

lim.    In  any  event,  it  carries  us  no  further  back  than  the 

ime  of  Lope  de  Vega,  who  was  a  contemporary  of  Clara- 

nonte's.     Moreover,  Miguel  Sanchez,  el  Divino,  who  is 

nentioned  after  Lope  de  Vega,  was  undoubtedly  one  of 

..^e's  predecessors.     Hence  the  period  to  which  Rojas 

tfers  cannot  be  "about  1580,"  as  Schack  had  supposed, 

mr  was,  in  all  probability,  more  than  a  decade  later.' 

'  In  Ki  gdiUrdo  Eipanol  by  Ccrvtntet,  Act  I,  is  the  itage  direction: 
imtrm  Alimumrl  a  taualh,  t^n  laitca  y  ffdarga.  And  io  La  Cam  dt  ht 
Wlmt,  Act  li  ha  df  tnfrar  por  et  patio  Angtdea  la  belia  sobre  un  pala- 
fm.  Tkr*F  pU^i  may  date  before  >59i.  Tirsa  de  Molini  also  not  iofre- 
mmiy  iniroduced  hor^t  upon  the  itage,  thougti  at  a  much  later  date. 
*  D*m  Juan  ftuit  de  Alareen,  p.  |S6. 
'  Fiagf  enirtttmdo,  p.  tji. 

'  It  i>  inter««iiog  here  to  note  the  objervaiiDna  of  a  veiy  acute  and  learned 
rttwr,  Alimto  Lopez  Pinctano,  concerning  the  decorations  of  the  staice,  the 
etc,  written  about  tS95  or  perhaps  a  little  before.    From  a  refer- 
n*o  of  the  otder  Spanish  aulores  de  comedias,  it  has  been  considered 
dMMgli  published  Id  1596,  the  work  alluded  to  was  written  at  least 
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We  may  readily  believe  that  with  the  appearance  of  a 
genius  like  Lope  (who  wrote  plays  at  twelve,  but  perhaps 
did  not  begin  to  write  for  the  public  stage  until  about 
1585)  the  progress  In  the  comedia  was  accompanied  by  a 
corresponding  advance  in  staging.  Yet  it  seems  reason* 
ably  safe  to  say  that,  even  for  some  years  after  Lope  be- 
gan his  career  as  a  playwright,  the  decorations  and  scenic 
effects  in  the  public  theaters  of  Spain  were  very  primi- 
tive. As  Schack  observes,  any  attempt  at  optical  illusion 
was  wholly  out  of  the  question.  "Nor  was  there  a  curtain 
in  front  of  the  stage,  from  which  it  follows  that,  at  the 
beginning  of  a  piece,  the  stage  could  not  be  occupied  by 
groups  [of  players],  but  the  actors  had  to  enter  before  the 
eyes  of  the  spectators."     An  examination  of  the  comedias 

ten  years  earlier,  (Schack,  Vol.  I,  p.  299,  iay«  that  it  was  written  ahortly 
after  1580,)  Th«  passage  is:  "Wben  I  see  the  placards  of  Cisneroi  or 
Galvcz,  I  cannot  help  goiog  to  see  them,  and  while  I  am  in  the  theater  I 
neither  feel  the  <»ld  in  winter  nor  the  heat  in  summer."  But  wc  knaw  now 
that  Jer6nLmo  Galvez  was  acting  at  least  as  late  as  1590  and  pTdb*k\j  liter, 
while  Alonso  de  Cisneros  did  not  die  till  September  to,  i597-  It  is  probable, 
therefore,  that  our  author's  remarks  refer  to  about  the  time  that  his  wprk 
was  published.  This  work  is  in  the  form  erf  a  conversation  between  the 
author  and  his  friends  Ugo  and  Fadrique,  and  consists,  of  a  number  of  let- 
ters written  by  the  author  to  one  Don  GabrieE  and  the  replies  of  the  tatter 
thereto.  In  the  thirteenth  and  last  letter  "di^  tot  attont  y  f^prrttHtantes," 
Don  Ugo  remarks;  "So  far  as  the  action  is  concerned,  (be  person,  the  time, 
and  the  place  ought  to  be  considered,  for  it  is  clear  that  a  dl&ereot  decora- 
tion and  dress  or  costume  is  required  for  a  prince  than  for  a  servant,  and 
different  ones  for  youths  and  old  men.  Wherefore  the  second  consideration, 
that  of  time,  is  very  important,  for  the  Spain  of  10-day  demands  a  di€ereat 
decoration  and  dress  from  the  Spain  of  a  thousand  years  ago,  and  hence  it 
behooves  to  examine  carefully  hi9.tories  which  throw  light  upon  the  costvimes 
of  the  times,  and  fte  should  likewise  take  note  of  the  various  countrirh 
for  in  each  they  have  different  kinds  of  dress.  The  actor  should  obsenre 
these  matters  carefully,  for  the  poet  rarely  pays  any  attention  to  them, 
generally  writing  the  poem  to  be  read  rather  than  to  be  represented,  leiT- 
ing  thoie  matter*  that  refer  to  the  action  to  the  actor,  whose  businen  it 
is  to  represent.  Whence  it  is  to  be  inferred  that  the  good  actor  (eapeciall; 
the  chief  of  a  company)  ought  to  know  much  of  fiction  [fabala)  mnd  oi 
history,  so  that,  in  accordance  with  the  difference  in  time,  besides  the  co*- 
lumes  of  the  persons  in  the  action,  there  Is  required  a  corresponding  decora- 
tion for  the  theater  itself,  besides  the  nccessar}'  machinery,  wh^h  ought 
to  be  in  conformity  with  the  poem:  if  it  be  pastoral,  there  should  be  woods; 
if  the  action  take  place  in  a  city,  there  should  be  houses;  and  so  in  accorth 
ance  with  the  other  differences,  the  theater  should  have  its  various  deoor*> 
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t}{  Lope  de  Vega  proves  the  truth  of  this  assertion,  as  re- 
gards the  theaters  of  Madrid,  and  that  there  was  no 
outer  curtain  in  the  theater  at  Valencia  is  shown  by  a 
number  of  plays  by  Valcncian  dramatists  which  appeared 
in  a  volume  entitled  Norte  de  la  Poesia  espanola,  Valen- 
ida,  1616.^  This  statement  seems  to  be  contradicted  by  a 
passage  at  the  close  of  Lope  de  Vega's  £a  inocente  Sangre, 
published  in  Part  XIX  of  his  Comedias,  the  Jprovacion 
of  which  is  dated  1622.  Here  one  of  the  characters, 
Mendot  says : 

H  "Corre  essa  cortina,  y  desse 

f  fin  a  los  CarauajaleSj"  etc. 

Five  players  arc  on  the  stage,  and  the  curtain  is  drawn  to 
conceal  them  from  the  audience.  It  is  possible,  how- 
ever, that  this,  too,  was  a  curtain  farther  back  on  the 
iftage.     Unfortunately,  we  do  not  know  the  date  of  this 


(ornate).  And  in  the  machinery  there  should  be  much  excellence 
iprimor),  for  tb<re  are  gome  machine*  which  are  Acting  for  a  mirncle  and 
■Umt*  for  differeot  purpoaes,  and  they  have  their  diSerences  according  to 
Ibc  pcnoDi,  for  >n  sngcl  must  appear  to  be  flying  and  a  laint  going 
the  air  with  joined  feet,  and  both  must  descend  from  on  high,  while 
ascends  from  below,  ...  In  a  word,  the  actor  ihould  observe 
lad  mtt^y  the  various  machinery  and  artificM,  so  that  suddenly,  a>  if  by 
m  miracle,  a  perwa  be  made  to  appear:  by  magic  art,  if  terrestrial;  without 
il,  if  the  person  be  divine."  {Philotaphta  Antigua,  ed.  1596,  pp.  512,  513. ] 
'Le^'t  Ef  Key  Bamba  (written  before  i6oj)  shows  clearly  that  there 
mm  00  outer  curtain,  At  the  close  of  the  play  the  King  is  lying  dead 
MM  tbc  Mage,  when  Atanarico  layt: 

^^B  "CojamM  el  cuerpo  en  ofnbros 

^^^1  y  luego  el  entierro  «e  haga, 

^^^H  daodo  iin  a  la  coroedia 

^^^P  y  vida  y  muene  de  Bamba." 

^^^  {Comfdiaj,  Part  I,  Valladolid,  ifio4,  fol.  116,  v,) 

ia  hti  tja  Quinta  de  FhreHcia,  Part  II,  1609,  we  read  at  the  end: 
Fmmtf  taJoi  p«r  lu  orden,  coh  qut  it  da  fin  a  ta  Comedia."  At  the  close  of 
AfvtUx's  piay.  publiihed  in  the  Nortr  de  la  Ptftitt  eipanola,  entitled  Ei 
^trt(td*r  Amante,  it  the  ttage  dirccfion:  Entrance  todos,  y  le  da  fin  a  ia 
Ctmtdia  del  MercaJtr  Amante.  Ricardo  de  Turia's  Burtadt^ra  buriada 
with  ihe  stage  direction:  Entranst  todos  cada  uno  por  tu  puerta, 
w  t*n  eiit  fin  a  fa  famoia  Comtdia,  etc.  The  same  author's  La 
\alBgera  Etfanota  and  Aftutlar's  La  Fuer^a  del  Intern  close  with  similar 
tfitfctiof)*.  Thr«c  would,  of  course,  have  been  utmecessary  had  there 
tm  auttt  curtain. 
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play.  Though  not  printed  till  1622,  Lope  says  In  his 
dedication  that  he  had  written  it  years  ago:  '*Anos  ha  que 
escriui  este  suceso." 

There  was  a  curtain  at  the  back  of  the  stage,  like  the 
traverses  of  the  Elizabethan  theater,  which  could  be  drawn 
aside  to  represent  a  tent,  bedchamber,  chapel,  etc.*  The 
Ides  of  the  stage  were  also  hung  with  curtains,  as  the 
age  directions  abundantly  show.* 

Cervantes  even  tells  us  that  the  curtains  were  of  gre«ii 
baize,  and  they  must  have  been  arranged,  upon  occasions, 
in  such  a  manner  that  the  spectator  could  see  behind 
them.^ 

In  the  background,  raised  some  distance  from  the 
stage,  was  a  gallery  {/o  alto  del  teairo),  which  served  for 

'Tn  (he  firsi  act  of  Lope  de  Vega'i  El  Asalttt  Je  Mastrigue  (ComeAti, 
Psrt  tV,  1614.),  we  read  the  stage  direction:  Carrast  una  tienJa,  a  enriiM, 
V  vtttine  ffnlaJoi  el  Duguf  Je  Parma,  etc.  .  ,  .  tot  soidadoi  it  artimtn  ti 
Teairo.    Afterward:  Cierreit  la  tirnJa,  y  tos  joldaJoi  digan: 

"Soldado:  Parece  que  ya  sc  van 
de  la  tienda," 

In  Ei  Marmot  de  Felitardo,  Ac:t  III  (wricico  before  ifio4),  occurs  ibe  siagt 
direction:  Corre  Trittan  la  forttna,  dftras  de  la  qual  ettd  Elisa,  rtc,  and  in 
Lat  Pobresas  de  Reynaldos  (also  before  (604),  Act  11;  Correit  una  rerdma. 
y  dttcubrtif  una  Captlta  con  un  altar,  etc.  So  near  the  close  of  Act  IQ  of 
Guillen  de  CmIto**  La  Tragtdia  f>or  lot  Celas  {1621)  ihc  cuftatn  that  wi» 
drawn  to  show  ilic  dead  body  of  Margarita  de  Kijar  was  doubtlcs*  at  thr 
rear  of  the  sta^e.  And  in  Ricardo  de  Turia't  La  Bitrladora  kvrlaJ* 
(primed  tn  t6]<J),  ActJII,  Laura  aayi: 

"Detras  deste  lapiz  rlea 
ptcnso  rscuchalias." 

This  it  followed  by  the  Uigt  direction:  quedate  detrOM  dt  la  cortina. 

'  See  La  Burladora  hurlada,  cited  in  the  previous  note.  Also  in  Atarcoa') 
Et  Dtidichada  en  fingir  (one  of  his  earliest  pliiy^  written  probabty  befon 
ifoo},  at  the  clo»e  of  a  scene  in  Act  II,  is  the  direction:  Vame.  y  ftcvmdrMti 
detrat  dt  und  eoTtina,  In  Act  HI  of  Tirso  de  Molina's  La  fingija  Arcadi*. 
a  Rage  direction  seemi  to  show  that  a  curtain  sotnetimes  covered  the  wbole 
rear  of  the  stage.  I'he  direction  Is:  Tocsh  trompetat,  etc.  Cdeie  aha}*  ttdt 
*l  liewMB  del  ieatr«  f  queJe  un  jardin  lUita  de  floret  f  yedta.  This  11  a  tate 
play,  however,  certainly  after  1611,  for  in  it  Tirso  nicntio>ns  Lope  de  Ve|g;a*t 
ha  FUoHirma,  which  appeared  iti  that  year.  For  further  example*  wte  Btf, 
artick  "The  StaKing  of  Lope  de  Vega'a  Comediaa,"  in  the  Revme  Hin 
j^ami^ue,  Vol,  XV,  1907. 

'  In  £^  Gra»  Suliaiui  we  find  the  stage  direction:  Fartet  el  Gran  Ture^ 
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various  purposes;  for  example,  to  represent  the  walls  of  a 

city,  the  balcony  of  a  house,  a  tower,  a  mountain,  etc. 

In  the  above  article  I  have  collected  many  examples  under 

the  various  headings:  "A  wall  or  towei^^at  the  back  of  the 

stage,"  '*A  window,"  "A  balcony,"  etc.',  which  show  that 

the  "balcony"  was  merely  a  gallery  at  the  upper  part  of 

the  back  of  the  stage,  which  was  covered  by  a  hanging 

curtain,  so  that  there  was  no  essential  difference  in  the 

representation  of  a  wall,  a  tower,  a  window,  or  a  balcony. 

That  a  gallery  ran  along  the  back  of  the  stage,  perhaps  a 

continuation  of  the  gallery  occupied  by  the  spectators,  ap- 

pears  from  stage  directions  in  a  number  of  plays.* 

The  stage,  Schack  observes,  was  not  nearly  so  deep  as 

that  of  the  modern  theater,  but  was  rather  wtde.     '*Its 

decorations  consisted  of  curtains  of  a  single  color,  hung 

at  the  sides  and  in  the  background,  leaving  the  various 

entrances  free.    These  represented  now  a  room,  now  a  hall  hsA 

or  a  street,  now  a  garden  or  a  forest,  without  any  visible 

change,"'    Continuing,  the  same  writer  observes:  "With 

this  simple  arrangement  those  pieces  were  played  the 

action  of  which  was  supposed  to  take  place  in  ordinary 

domestic  and  civil   life,   chiefly  therefore  the  comedias 

de  capa  y  espada,  but  especially  those  in  which  the  stage 

did  not  essentially  enter  into  the  action  of  the  play  and 

where  the  imagination  of  the  spectator  could  be  relied 

upon.     Whether  more  machinery  was  to  be  used  or  not 

dttrmt  dt  mnat  e^rtinai  de  tafttan  verdt  .  .  .  dtnubrest  la  cortina:  farter 
«i  Gran  Titft«.     {C^mtdtat,  etc.,  Madrid,  161$,  fol-  ixi.) 

*la  TirM  de  Molina's  Dona  Beatrie  de  Silva,  Act  I :  Tirot  dt  Artitleria; 
mmtifs  d*  todo  gfnm;  firjidi  de  dentre,  y  taca  Silveria  tohre  lot  corredoret 
dl  mrrik0.  '  um  lado  una  bandfra  con  tai  armas  de  Portugal  y  Cajtiila. 
Afurwmrd  we  read:  /il  otro  lado  taca  arriba  Oliveitxa  otra  bandtra,  etc 
TmmWy.  Ettramir  iat  dt  arriiia,  TliU  comcdia  was  written  about  1618, 
I  aaBMtlilig  10  Cotarclg.  See  additional  cases  cited  below,  p.  94,  note  i. 
*TlM*e  MAirmenti  require  Bome  modtlication.  That  there  were  at  least 
I  M  the  bade  of  the  stage,  alwayi  called  putrlat,  tt  thown  by  every 
liA.  la  ibe  above  article  on  the  daging  of  Lope't  plays,  nuroeroo* 
are  gi^en  «o  show  that  trees  were  represented  on  the  stage  either 
M  canvas  hanKing  at  the  sides,  or  single  trees  or  groups  of  tree* 
\mm  f  I  ■Hill  Mxediiig  on  the  stage.    Some  eKamples  are  cited  below. 
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was  left  to  the  discretion  of  the  theatrical  manager.  This 
depended  especially  upon  whether  the  play  in  question, 
from  its  subject-matter,  necessitated  scenery  and  was  such 
that  all  could  not  be  left  to  the  imagination.  In  such  cases 
the  objects  which  would  otherwise  have  to  be  Imagined 
were  actually  brought  before  the  eye,  and  the  plays  in 
which  such  apparatus  had  to  be  employed,  beyond  the 
simple  curtains,  and  in  which  the  costumes  were  richer  and 
costlier,  were  called  comedias  de  teatro.  Decorations, 
however,  in  the  modern  sense  of  the  word,  or  a  regular 
change  of  scene,  were  wholly  unknown.*'^ 

For  most  scenes,  as  just  remarked,  a  simple  curtain 
sufficed,  and  this  was  used  to  represent  the  most  diverse 
localities.  "If  the  stage  was  unoccupied  for  a  moment  and 
persons  came  upon  it  through  another  entrance,  a  change 
of  scene  had  to  be  imagined  by  the  spectator,  though  none 
was  visible  on  the  stage,  and  this  was  irrespective  of  the 
entrances  or  exits  of  the  characters."  Schack  cites  several 
instances  of  this:  Act  II  of  Calderon's  El  Alcayde  de  si 

*  Schack,  Gesck'uhte  der  drsm.  Lil.  u.  Kuntt  in  Spanlen,  Vol.  II,  p.  iio. 
Spmniards,  according  to  Caramuel,  CDhsidcred  changes  of  scene  lup^r- 
fluouj,  as  neither  the  exactness  of  the  thought,  nor  the  elegance  ctf  ihe  dic- 
tion, nor  the  splendor  of  the  production,  depended  upoo  them-  He  txf*' 
"Scenarum  mutationes  Hispani  superfluas  judicam:  quai  tamen  Itali  cms 
neceasarias  supponeDies  in  theatri  fabricd  pro  unici  interdum  Comocdi' 
magnam  »uramam  dticatorum  impendunt.  Et  hie,  si  loquamur  Bincere,  inctiDr 
jequenter  Hispani  laborare  videmuri  quoniam  fajnc  leges  scnbendi  Comoc- 
dias  ab  Antiquis  latas  fastidimus,  inde  scenarum  mutationes  quasi  super- 
fluas  judicanius,  cum  tamen  haec  duo  nan  mbsiatarit.  Cur  non  vDliuntit  ut 
nostrac  Conioediae  subset  Veterum  legibus^  Quia  falsae  hypothesi  legis  a 
Vcteribus  prolatae  insistunt.  Putabant  ipsi  Comoedias  Virii  taoturn  doctit 
scribi,  et  coram  doctla  taiitura  agi,  cum  tamen  certum  sit  et  nos  suppooinius, 
illas  scribi  vulgo  et  coram  oumeroso  vulgo  representari.  Et  cur  non  vo- 
lumus  mutare  Scaenas?  Quia  ab  earurq  mutatione  concepCuum  subtilitai, 
vcrhorum.  clegantia  et  nitor  protationis  non  dependent.  Ecce  severas 
scribendi  Comoedtas  leges  ncKligimus,  nam  itiae  reprcKntantur  propter 
vulg:us,  qui  illas  leges  non  capit:  et  ecce  Scensrum  rautationes  negligitnus^ 
nam  docti,  quorum  est,  de  concepiuum  et  versuum  nitore  jiudicare,  ut  bona 
laudent  carmina,  hoc  inipendio  non  indigent.  Ego  hoc  auderem  discurrere. 
Sc«  doctis  »eu  indoctis  scribantur  Comoediae,  dehetit  Scrnae  mutari  et  Kp- 
parentiae  quas  vacant  admitti  r  illarum  enim  varietace  doctorum  et  indoe- 
loruni  Dculi  dilectantur,"  (J.  Caramuelts,  Frimus  Catamtu,  Tom.  II,  quoted 
by  Schack,  Nat&trige,  p.  ai.) 
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mismo  opens  in  a  park;  the  second  scene  is  a  forest;  enter 
three  peasants  and  Antona,  who  says  that  Benito  has  as- 
sured her  that  on  her  return  to  the  forest  she  will  find  his 
love  "more  firm  than  this  oak."  Nothing  has  been  said  to 
intimate  a  change  of  scene  when  Federico  enters,  and  in  a 
dialog:ue  with  Roberto  says:  "Is  not  some  one  knocking? 
Roberto:  Yes.  Federico:  Then  go  and  open  the  door," 
and  the  stage  direction  follows;  ''Federico  sits  down  In  a 
chair;  enter  Marguerite,"  whereby  a  change  to  the  interior 
of  the  castle  is  to  be  supposed  by  the  spectator.^ 

In  Lope  de  Vega's  Los  Embustes  de  Fabia,  Aurelio  has 
been  in  the  chamber  of  his  mistress  and  has  not  left  the 
stage,  when  he  says:  "Here  is  the  palace  and  there  Nero, 
our  Emperor,  appears,  for  the  poet  has  permitted  this  ex- 
pedient to  be  employed,  since,  if  the  Emperor  should  not 
enter  now,  the  narrative  would  be  so  vague  that  nobody 
would  understand  it."^  A  better  example  to  Illustrate  the 
point  under  discussion  could  hardly  be  found.  We  do  not 
know  when  Los  Embustes  de  Fabia  was  written,  but  it  was 
one  of  Lope's  early  plays,  for  it  Is  mentioned  In  the  list 
in  the  first  edition  of  his  Pere^rino  en  su  Patria,  and  hence 
must  be  earlier  than  1604.  A  notable  instance  of  where 
t  change  of  scene  is  indicated  merely  by  the  actor's  going 

'Scted,  Getchiehte.  etc.,  Vol.  II,  |>.  lai.  It  should  be  aoted  that  chii 
■dd^H  wat  fim  referred  to  by  Damas  Hinard,  that  excellent  scholar  to 
wkoai  Spanish  Uterarure  owes  so  much,  In  his  Chefs-<tatuvre  du  Thiatre 
Etfmgmml,  Caidfron,  2«  Srrie,  Pans,  1S41,  note  to  p.  ji£,  he  say»:  "Nous 
idioft  iDiii'i-rbeure  dftoa  le  ptrc,  et  tout-i-coup  nous  voWk  traotportcs  dans 
nMxiinir  du  cbiteau.  Comrae  Fr*d*ric  et  Roberto  n'out  pas  quitte  le 
il  otnit  en  Impossible  d'i.ndiquer  un  changemrnt  dc  seine.  Mail 
I  Ic  lactcur  m  avcrti,  nous  sommes  maintenaDt  dans  le  ch&ceau  de  Bcl- 
oa  At  Miraflor." 

'  "Ette  es  el  palacio,  aci  sale 
Neron,  Duestro  Emperador, 
<3ue  to  pennite  el  Auior 
Que  dena  irtdustria  se  vale; 
Porque  ti  aci  no  taliera 
Fuera  aqui  la  relacion 
Tan  mala  y  tan  tin  razon 
Oue  nin^no  lo  cntendicra." 
iComtdias,  Pan  XXV,  ZaragoM,  1647,  fol.  %%•}.) 
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in  fH}t  ^ittr  «#i4  f^mm^  ovt  of  vtadtcr  is  fanufaDd  bf  Ls 
/f,»ff0tiok  Am  t^Utfgtuta,  a  comedU  wiumgly  aacribedtDCal- 
:  ^ftm.  'i  Sw  tduunpU  U  of  etpeaal  iatcmt  becMBic  of  the 
I  i>/if»(/»r«rivcly  Ut«  4tU  of  the  play,  wfaicfa  was  probablf 
I  tvrJMKri  b«tw«cn  1630  and  1635.'  Sduckfaitherranaiks: 
"lliwl  th«  «tag«4i4  not  always  realize  ^diat  one  should  sq>- 
pOiiK,  ovon  in  the  «o«called  comedias  de  teatro,  results  from 
lliit  %\\wv\\»%  uf  the  characters,  who  frequently  indicate  the 
lii^Hlhy,  which  would  have  been  unnecessary  if  it  had  been 
Mtlimlly  lirouiiht  before  the  eyes  of  the  spectator.  Only 
wh0ll  tli0  prn||r0NN  of  the  action  could  not  well  be  otherwise 
illdiiHlvd  WHS  F»cnur«o  had  to  such  expedients  of  the  scenic 
Alt  H«  W0F«  wvMlUhlr.  Such  cases  were  mostly  left  to  the 
iMvl||tt^<**^t  wi  th«  theatrical  manager,  inasmuch  as  the  poets 
v^\ly  )|i*v«  vIliHHii^wu  in  the  mtnt  necessary  cases.     The 

S.tirwi^  c'JruK'  a  LaionaM. 

yi4«^^».       ^M.    '-SttH  -«>><    *^    **u(i,'^*     *«<°«;*  )«>lft 
>*    *««   <.'{••<*  ^t.«M»«««    .  V,'     k  Af «    (Kb 

i\«*.»k*»,  -    m')»  >««    A  «r«  •mtrrm.  »iiat  trtu 

,>..^v         '.      ■  ♦^  ■>••».■         ^        V.  .»-»..'■•»     -^.jmwy    •'«. 
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iging  of  plays  was  therefore  very  arbitrary."'  A  deco- 
ration which  happened  to  be  at  hand  was  sometimes  used 
in  cases  where  it  was  not  necessary,  while  In  other  in* 
stances,  where  the  required  apparatus  was  lacking,  an 
appeal  was  unreasonably  made  to  the  imagination  of  the 
spectator. 

Moreover,   the   freedom   exercised   in   the   matter  ofl 
scenery  can  hardly  be  exaggerated.   "There  was  no  thought  I 
of  any  actual  illusion— of  any  deception  of  the  senses.! 
The  painting  of  scenery  according  to  the  rules  of  perspecn  ■ 
tivc,  so  that  the  stage  should  have  some  appearance  of 
reality,   was  wholly  unknown.     A   few  houses  or  trees 
painted  on  pasteboard  or  linen  did  duty  for  a  street  or  a^ 
forest,  while  the  simple  curtain  in  the  background  or  the 
sides  remained  unchanged.     After  such  a  decoration  had 
been  set  upon  the  stage,  no  particular  care  was  taken  to 
remo\'e  it  at  the  end  of  the  scene,  and  frequently  it  had  to 
jufHce  to  indicate  another  similar  place." 

There  can  scarcely  be  a  doubt  that  simultaneous  scenery 
was  used  upon  the  Spanish  stage,  as  it  was  used  at  the  same 
period  in  the  Elizabethan  theater.  In  the  representation  of 
Calderon's  El  Aicayde  de  si  mismo  it  is  very  probable  that 
t  tree  was  represented  upon  the  stage  at  the  opening  of 
tbe  second  act  and  was  not  removed  until  its  close. 

[b  Alarcon'*  £^  Diieao  dt  las  EHrtUat   (i6iS?},  (ovrard  the  cloie  of 
lilt,  ili«  *wne  U  suppowd  w  represtm  a  stffrt  at  night    The  King  tnd 
Hluie  appear  before  the  hoii»e  of  Marteta.     Palante  gives  a  «ign,   sod 
*(kivt  tlie  ttage  direction:  Asantoit  Marcela  a  una  mtntaaa. 

"Afarff/a;  iEi  Palante?     Palantf:  Si.    Martflct:  Y»  vay. 

(fast  a  abrir  la  frnerta.)" 

ftntmlj  Paluite  >ay>:  "Yk  eiti  i  Ii  pucrta  Nfarcela. 

{A partce  Marctia  ea  la  call*.) 
Utrtfla:  Zntni.    X/y.*  Marcela  querida,  etc. 
A/tfrfWd.- Seguidme.     (Fame  dt  ia  c-allf,  y  daado  la  *uelta  par 
dtlrat  del  Ifaira,  rntranit  dtspuei  en  la  tela  Idf  AfarfWo].)" 
^te  it,  tht  acton  merely  pasi.  out  on  one  side  of  the  scag;c  and  enter  on 
WdlMr,  and  the  •cene  i>  tupptned  to  change  from  a  street  to  a  room  in 
^(uctb't  luMlW. 

ff  a  dtniled  ictouDt  we  my  article  already  referred  to,  in  the  RtVUt 
^'tfavjuf  (or  1907. 
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"Sometimes  a  change  of  scene  was  indicated  by  simply 
drawing  a  curtain  aside,  whereby  the  essential  object  be- 
came visible,  the  rest  of  the  stage  remaining  unchanged, 
only  a  small  scene,  as  it  were,  stepping  out  of  the  larger 
one.  In  this  way  it  is  frequently  supposed  that  from  the 
foreground,  which  represents  a  street  or  a  room,  one  can 
look  into  the  interior  of  a  house  or  into  another  apartment- 
How  little  attention  was  given  to  the  probability  of  a  scene 
may  be  observed  from  the  fact  that  not  seldom  the  stage 
represented  a  field  of  great  dimensions,  in  which  the 
personages  traverse  long  distances,  so  that  the  scene  was 
■actually  to  be  considered  movable.  (Thus,  in  the  first  act 
of  Calderon's  Dos  Amantes  del  Cielo,^  one  of  the  charac- 
ters, Chrysanthus,  is  represented  as  being  in  the  grove  of 
Diana;  then  it  is  supposed  that  he  goes  thence  deeper  Into 
the  mountains;  he  describes  the  wild,  mountainous  country 
which  he  is  now  approaching,  without  leaving  the  stage 
for  a  moment.  A  change  of  scene  could  not  have  taken 
place  here*  the  same  trees  and  perhaps  hills  which  had  at 
first  served  for  a  grove  were  afterward  taken  to  represent 
the  wilder  mountain  region."  / 

Another  and  similar  case  is  the  following :  "when  the  per- 
sonages upon  the  stage  are  supposed  to  be  moving  forward 
and  have  reached  an  object  which  attracts  their  attention 
and  which  enters  into  the  action  of  the  play,  a  back  or  side 
curtain  is  drawn  in  order  to  permit  this  to  appear.  Exam- 
ples are  frequent.  At  the  beginning  of  Lope's  ^rmtco 
domado  a  number  of  soldiers  are  wandering  in  the  neigh- 
borhood of  a  South  American  seaport.  They  are  on  their 
way  to  the  public  square,  where  a  Corpus  Christt  proces- 
sion is  to  pass  under  a  triumphal  arch;  when  they  arrive  at 
the  spot,  the  scene  is  opened  by  withdrawing  a  curtain, 
and  a  glimpse  is  afforded  of  the  arch  and  the  holiday 
crowd.**  ^  So  in  Tirso  de  Molina's  El  Burlador  de  SrviHd 

'The  date  of  this  pliy  it  unknown:  it  mai  written  before  itji. 
'Schack,  ibid.,  p.  ii}.    For  a  similar  sctne,  sec  Lope's  La  Pruebt  dthi 
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(written  before  1630),  Don  Juan  and  his  servant  are 
roaming  the  streets  of  Sevillct  and  after  they  have  been 
upon  the  stage  a  considerable  time,  the  statye  of  the 
Comcndador,  Don  Gonzalo  de  Ulloa,  is  suddenly  dis- 
closed. 

Sometimes  the  place  of  action  is  mentioned  in  the  dia- 
logue at  the  beginning  of  a  scene;  more  rarely  by  a  stage 
direction.'  But  the  stage  remained  the  same,  there  was 
no  visible  change,  whether  the  action  was  transported  to 
Florence,  Rome,  or  Hungary.  Indeed,  there  is  often  great 
difficulty  in  distinguishing  interior  from  exterior  scenes. 
Many  scenes,  in  fact,  are  entirely  unlocalized,  and  here,  as 
in  the  Elizabethan  drama,  "vagueness  of  localization"  Is 
ft  fundamental  fact.^  / 

Besides,  it  must  be  borne  in  mind  that  costume  was  a  J 

Amig»t  (1604),  Act  III,  in  the  article  above  mentioned!  on  TAe  Sta^ng  of 
l0P€  di  Ftgef*  Comediai,  p.  f,  and  La  Fi  rOmpida  (before  1604),  Act  1, 
ihid,,  p.  9- 
*  la  Lope  tie  Vega't  Rey  Bamba  (Part  I,  1604),  Act  II:  ( 

"Rodrigo:  Eata  e*  Ta  Vega  famoaa, 
del  Tajo  la  plaga  liana 
7  aquesta  de  Galiana 
la  morada  drleytosa.'* 

lo  Lopc'i  Comedia  del  Motino  (Part  I,  1604),  Act  ITt: 

"Rff:  Que  gente  ei  csta  que  camitia  al  bosque," 

ilbtnriag  thai  a  grove  is  intended. 

Ld^'i  La  Quiata  dt  Florrnna  (Part  II,  1609),  Aa  I: 

"Atexandfo:  Hcrmosa  ciudad  Florencia." 

Corllo't  Kl  Conde  dt  Sex  (n  late  pUy,  probably  about  1635),  A<^  ^h  ^' 

"Cctmt:  Aora,  i  Londres  llegamoi, 
y  ya  a  palacio  venimo*?" 

J^tet  lodicated  in  atage  direction:  Lope  de  Vega,  La  Etcolauiea  %thta 
I,  ite4),  Act  III:  "Sale  Marieo  solo  de  camino  en  Alcala."  Lope, 
I  imrgiifta  dt  Lerma  (ttiij),  Act  I:  "Saltan  en  Madrid  Clauela  y  Lu- 
•**  Lope,  Df  Catario  a  Coiario  (Pari  XIX,  1625),  Act  I:  "Saleo  <n  la 
f^  iityot  Celia,  dama,"  etc.  Lope,  Peribane^  y  el  Comendador  de  Otaiitt 
Inw  IV),  Act  I:  "El  Comendador  en  caia  con  ropa,  y  Luxan  lacayo." 
Jl^amua  cssei  could  be  ctted;  lee  the  above-mentioned  article  in  the 
*■«#  tiitpmiique  for  1907. 

t««  ao  excellent  anicle  by  William  Archer  in  the  Quarterly  Revie*» 
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ry  important  means,  and  frequently  the  only  one,  of 
indicating  a  change  of  scene.  Many  examples  could  be 
quoted.  In  Lope  de  Vega's  La  Fe  rompida,^  at  the  open- 
ing of  Act  I  we  find  the  stage  direction :  "[Enter]  Luzinda 
as  a  huntress  with  a  javelin  and  Alberto,  peasant/'  show- 
ing that  a  wood  is  to  be  imagined  by  the  spectator.  In 
Los  Comendadorei  de  Cordoba,^  Act  I,  near  end:  "Enter 
D.  Fernando  with  cloak  and  buckler,  as  if  at  night," 

In  the  rear  of  the  stage  were  two  doors.  It  is  quite 
probable,  indeed,  that  there  were  three,  the  middle 
door  being  in  a  recess  {mcho)  in  front  of  which  a  curtain 
could  be  drawn.  This  was  certainly  the  case  later,  as 
Calderon's  El  Encanto  sin  Encanto^  shows.  While  the 
exact  date  of  this  play  is  unknown,  it  was  performed, 
in  all  probability,  before  1635. 

The  dressing  room,  or  vestuario,  occupied  the  two  sides 
and  the  back  of  the  stage.  It  is  evident  from  a  number 
of  stage  directions  that  an  actor  could  enter  upon  the 
stage  directly  from  the  vestuario.  In  fact,  when  a  man 
was  killed  upon  the  stage  he  generally  managed  to  fall 
into  the  dressing-room.  In  Cervantes's  El  gallardo  Es- 
pahol,  Act  III,  we  read  the  stage  direction,  "They  faU 


for  April,  190!,  p.  447,  who  very  pertinenily  says:  "The  category  of  place 
jmp{Med  itself  but  faintly  and  interraiticntly  on  the  mind  of  the  Elizabethao 
play-goer:  a  fact  'which  the  believers  in  the  habitual  iodication  (rf  acenn 
by  placards,  and  even  by  painted  cloths,  would  do  well  to  note,  .  .  .  We 
believe  that  vagutntis  0/  lacaiit-aUan  of  the  Ellz-ahelhat]  draina  to  be  a 
fundamental  fact  which  cannot  be  fully  realized  until  the  student  hat  dis- 
missed  modern  editions  from  his  mind,  and  gone  bade  to  tbe  original  textt-'^ 

'  ComfJiar,  Part  IV,  Madrid,  1614- 

'  Comediat,  Part  H,  Madrid,  1609. 

'Jornada  I,  stage  direction:  Etcandettte  loj  doj  en  la  puerta  df  /« 
mfdh,  y  lale  fl  Gobernador,  etc.  Jornada  II,  Los  dot  st  pastn,  f  tett  d/ 
fana  Srrafina,  Libia,  etc.  Jornada  III,  jlrrimanit  at  nicho,  suena  tuid* 
tn  la  oira  pufrta,  etc.  That  painted  canvas  was  then  used,  is  evinced 
by  the  following  direction r  Jornada  II:  I'anse  lat  dot,  y  abrienJoff  um€ 
puerta.  que  tttard  pintada  df  muralla,  y  gut  eonvenga  con  lo  demaj.  The 
term  baiildntret  also  occurs  in  this  piece.  While  I  have  seen  na  edician 
of  this  play  earlier  than  1760^  the  stage  directions  are  probably  unchanged, 
««  thia  edition  is  not  divided  into  scenes.  For  the  date  of  thit  pt*}*,  aee 
Schmidr,  Die  Sckautpiele  Calderon's,  Eberfcid,  1S57,  p.  $9. 
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within  the  dressing-room";^  in  Lope  de  Vega's  La  Oca- 
iioH   perdida    (written  before    1604) ;   "Enter  Leoncio 
.  .  .  then  the  Princess  .  .  ,  all  come  close  to  the  can- 
vas (lien^o)  of  the  vestuarh,"^ 

T1»at  the  vestuario  was  separated  from  the  stage  by  3 
canvus  (iiVnfo)  results  from  a  number  of  stage  directions, 
and  also  that  it  contained  doors,  for  it  is  very  probable 
that  the  doors  mentioned  in  these  stage  directions  some- 
time* referred,  not  to  the  two  doors  at  the  back  of  the 
stage,  but  rather  to  doors  at  the  sides,  for  it  is  clear  that 
the  stage  could  be  entered  from  the  two  sides>  which  were 
provided  with  hangings  at  first  and  afterward  were  evi- 
dently of  canvas,^ 

Many  of  Lope  dc  Vega's  earliest  comedias,  being  come- 
dies of  intrigue,  required  no  theatrical  accessories  of  any 
kind  except  a  balcony  or  window.  These  balconies,  which 
served  also  for  windows  or  towers,  seem  to  have  been,  as 
already  stated,  a  continuation  of  the  gallery  or  corredor 
of  the  theater,  and  extended  behind  the  hangings  or  parti- 

^  C»iKfdiat,  Midrid,  i£i5,  fol.  36.  Id  Lope'i  £/  Capeltan  de  la  Virgin 
(yrieted  in  Pan  XVIII,  1&23),  Act  11,  11  the  stage  direction:  Vase  detaH- 
mmd*  a  taer  en  el  vejtaario. 

'Cult*  Leoncio,  P'tnabeio,  .  .  .  y  la  Ptincetta  detras,  tlega  Daridea  a 
knmrle  tat  manot,  y  arrimanje  todoi  al  litnt^o  del  vestuario,  deicubierloM. 
{CmmedioM,  Pan  IT,  Madrid,  1609,  fol.  37,  v.) 

'la  Lope  de  Vega't  La  Obediencia  taureada  (Part  VI,  1S15),  Act  I,  ltag« 
i;  Mir  a  hatia  el  veituarie. 


\ 


"Carlos:  A  cielo*,  dos  buttoa  veo, 
mat  parecc,  yo  lo  creo, 
liento  de  Ninfas  pincadai"  (fol.  11). 

Lipc  de  Veg»,  La  Imperial  de  Oion  (Fan  VIII,  itiijK  Act  III,  ttage  direc- 
lioa :  EmiTfiue,  y  ton  musica  descuhran  el  liei»(o  del  veituario  •  •  •  y  Mar- 
gmita  rm  h  alta,  hope.  El  Amantt  agraderijo  (Part  X,  1618)  :  Veaitie  dee 
mtdieu  iarcat  ton  sut  ramos  a  la  putrta  del  vestuario,  etc.  La  belta  Aurora 
(pHacnt  in  Pan  XXI,  163J),  Act  II:  Las  dos  huyendo  te  pongitn  en  dot 
trtmofot,  que  eitaran  en  dos  partes  del  liettio  del  vrttuario,  etc  lix  Alar- 
oaa'c  La  Citeva  de  Salamanca  (peehapt  the  first  of  his  wDtlct,  and  written 
■bam  is99»  accordiflK  to  Hsrtzeobuach),  Act  I,  a  cord  11  stretched  across  ihe 
18  trip  ao  alguacil,  and  the  stage  direction  reads:  Atan  el  eardet  atra- 
el  ^testuario,  where  evidently  the  back  of  the  stag;e  only  is  tncaot. 
pear  the  cl«i*e  of  Act  II  is  the  Wage  dirpctioo:  Sate  Lucia  y  un  Gana- 
ran  1*11  fajvn  de  la  tttat^ra  de  un  hombre;  ponelo  en  pie  a  raie  del 
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tion  which  separated  the  sides  of  the  stage  from  the 
auditorium. "^ 

It  is,  perhaps,  needless  to  remark  that  Lope  de  Vega 
did  not  divide  his  comedlas  into  scenes,  nor  did  any  of  the 
older  dramatists.  The  only  division  that  they  made  was 
into  three  acts-  These  scenes  are  the  work  of  later 
editors.  It  is  equally  superfluous  to  add  that,  for  the  pur- 
poses of  an  examination  like  this,  the  editions  of  these 
later  editors  are  absolutely  useless.  Recourse  should  be 
had  only  to  the  original  editions,  and  these  only  have  been 
consulted  in  the  present  examination.^ 

The  appeal  to  the  imagination  of  the  spectator  for  a 
change  of  scene  is  sometimes  made  In  words,  by  the  poet. 
Cervantes,  in  his  Rufian  dichoso,  Act  II,  says: 


To  the  auditor  it  matters 
Littte  that  I  in  a  moment 


vettttario.  Afterward  we  read:  Abre  ei  cajon,  y  sale  del  Den  Ditga;  q»f 
el  cajon  ka  de  tetter  la  espalda  tambien  kecha  puerta,  que  st  abrt  hacia  H 
vestuario,  de  luerte  que  ia  gense  no  to  eche  de  ver;  y  asi,  euando  datia  Clara 
citrra  el  cajon,  ahren  la  puerta  trasera,  y  quifan  Iff  tftatua  y  tntra  dom 
DitgQ.  In  the  same  author's  Ls  MangatiUla  de  Melilla  (written  in  t6i$- 
17),  Act  in,  i»  the  stag^e  direaion:  Cage  Acen  del  veilunrio  un  fiombre 
veitida  coma  Pimienta  [one  of  the  characters  of  the  play],  y  echalo  par  ita 
estotillon,  y  Plmienta  aparete  luego  en  to  alto  del  veuuaria.  Thew  Mage 
directions,  it  should  be  added,  ho-wever,  are  taken  from  the  edition  cf 
Hartzenhusch  in  the  Bibl.  de  Autores  Etpanolei,  The  cxinence  ctf  a  lidc 
curtail)  19  ihown  very  ciearty  in  Lope's  La  Reina  Dona  Juana  de  Naptltt 
(Part  VI,  161 0<  Act  I.  The  Queen,  Ludovico,  and  Tancredo  arc  is  * 
l^ardcn;  as  Isabels  enters,  the  stage  direction  reads:  EicoaJese  la  RefM 
deiras  del  pane  y  tale  habela,  a  strange  cortfusioo.  For  other  «ampleK 
lec  above,  p.  £4^  note,  Ricardo  de  Turia's  La  Burladara  kurlada,  and  the 
article  mcQttDncd  above. 

^  See  the  previous  note.  But  other  cases  may  be  cited:  Id  Lope  de  Ve^'f 
Lnt  Tomeoi  de  Aragon  (Part  IV,  i{ii4),  Act  III,  is  the  fDllowitig  stise 
direction;  Chiritaiai  y  sientante  en  un  corredor,  que  tome  todo  la  alto  del 
Teatro,  el  Rry  de  Aragon,  etc.  In  Alarcon's  El  Exemen  de  Maridot,  writ- 
ten at  the  begitjning  of  1635  or  earlier,  Act  III,  is  the  direction:  St^f 
Orhauo  en  el  corredor  ma$  bax<t,  y  saltit  al  teatra.  So  it  reads  in  Lape't 
Camediaj,  Part  XXIII,  Qarago^a,  163],  fol.  S9-  1°  the  Comedias  dt  jtltr- 
r^n,  ed.  Hartienbuscb,  we  find;  Detde  un  tejado  muy  hajo  laha  al  tuel*  f 
caese.  See  also  Lop«^*  El  Amur  Fandotero,  Act  11,  and  El  Favor  agrad*- 
cido.  Act  11. 

*  The  one  exception  is  especially  noted  above. 
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Pass  from  Germany  to  Guinea, 
Though  from  off  this  stage  I  move  not. 
Human  thought,  indeed,  is  nimble; 
Well  may  they  accompany 
Me  with  it,  where'er  it  may  be, 
Without  losing  mc  or  tiring.* 

Yet  it  must  not  be  inferred  from  what  has  just  been  said 
that  no  attempt  at  verisimilitude  was  made— that  nothing 
was  done  to  aid  the  imagination  of  the  spectator.  There  is 
abundant  and  indisputable  evidence  to  the  contrary.  A 
garden  was  represented  on  the  stage;  of  this  there  are 
numerous  instances;*  or  a  fountain,^  or  rocks  and  moun- 
tains.* Trees  were  represented  on  the  stage,  either  painted 
on  canvas  or  by  set  pieces.    Many  examples  might  be  cited.* 

*"M«y  pnco  importa  a1  oy«me 
Que  yo  en  uo  puato  me  paiM 
Desdt  Alemania  a  Guinea. 
Sin  del  teatro  mudarme. 
£1  pcnsami^nio  eg  ligero; 
Bini  pucdcn  acompanarrne 
Con  ^1,  do  quiera  que  fucre. 
Sin  perdemie  nl  caoaarse/^ 

C^mtdias,  Madrid,  t6ts,  fol'  97-    See  also  the  closing  ttnei  of  his  coni«dia 
ftdf0  dt  Vrdftaaloi,  Ihiii.,  foL  220. 

'In  LofK  de  Vega'i  La  Oraiian  fierdida  (before  1604),  Act  11,  ita^ 
Arvction :  Z,«  Princtia  drtrat  dt  un  mura  baxo,  y  den/ro  le  vta  tamo  jardiit. 
Ael  III :  AMtonfitfe  la  Infanta  tn  to  alto  dtl  jardin.  $a  in  La  ottava  Mara- 
mllm  'Part  X,  161S),  Act  II:  Esti  ua  jardinillo  en  el  teatro,  y  taiga  el  Rep 
(t«  mm  fjfmrdilh.  For  further  examples,  lee  the  article  above  mentioned. 
"Utpt  de  Vega'f  La  Quinla  de  Fhrencia  (Part  II,  1609),  Act  II,  stage 
llMoian'  Ha  de  ettar  tn  el  tablado  una  futnU,  donde  ha  dt  auer  eitada 
Ud»  *tU  lUmp«  Laura,  junto  a  tiia  hinrhando  el  cantarntto. 

"Laura:      Par  cslai  ramas  me  voy. 
Sale  Belardo. 
B  tier  do:  Estos  lot  marmoles  ton 

de  aquellas  fuentes  hermosas," 

'Lsp«  de  Vega'a  El  Animal  de  Ungria  (Part  IX,  1*17),  Act  I:  Subes* 
^^Xti^  em  UMt  peha.    El  Prindpe  dttpeaado  (1603),  Act  II:  Fa  taxatid» 
I*  tierra  la  Reyna  dona  Eluira  en  kabito  de  Saluage  cea  una  piei,  jr 
_  lit  r*  audio  de  la  nerra.  y  ffnngut. 

'*Upe  de  Vega's  San  liidro  labrador  de  Madrid  (Part  VII.  1617),  Act 
H<  ftate  um  atbitl  ton  algua  algoJon  encima,  que  pereKca  neuaJo,  y  unat 
tdtmar  rm  «L 
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In  one  instance  a  fort*  was  represented  by  a  painted  can- 
vas, and  again  a  castle. 

From  the  examples  just  cited  it  may  be  inferred  that 
painted  scenery,  at  all  events  in  Lope  de  Vega's  later  years, 
was  not  unknown  to  the  public  stage,  but  that  it  was  not 
^movable  on  rollers  or  slides,  we  may  be  reasonably  sure. 

A  most  important  matter,  to  be  borne  constantly  in  mtnd 
when  treating  of  the  staging  of  plays,  i^that  of  chronology. 
Only  where  we  know  the  exact  date  of  a  play  or  a  reason- 
ably approximate  date  can  it  furnish  us  with  helpful  and 
reliable  evidence.  For  here  a  matter  of  a  very  few  years 
may  make  a  vast  dIHerence  in  scenic  appliances. 

Lope  dc  Vega  wrote  for  the  public  theater  for  half  a 
century,  and  naturally  there  were  many  innovations  upon 
the  stage  In  the  course  of  his  long  career.  In  the  Prohffo 
del  Teatro  a  hs  Letores,  prefixed  to  Part  XI  {1618)  of 
his  Comedias,  the  Theater  (i.e.,  the  stage),  speaking,  says: 
"Despues  que  a  viua  fuer^a  de  tantas,  y  tan  difercntes 
comedias  de  varios  Poetas,  como  en  mi  se  han  representado 
(Letor  amigo,  o  enemigo,  como  tu  quisteres)  he  aprendido 
a  hablar,  aunque  compuesto  de  tablas,  y  Hen^os,  con  mas 
tramp  as  que  un  hombre  que  no  tienc  de  que  pagar,  m 
verguen^a  de  deuer,  descanso  con  quexarme  de  los  muchos 
sinrazones  que  mis  duenos  padecen,  y  a  mi  me  hazcn." 
From  this  we  see  that  Hen^os,  or  canvases  for  scenery, 
were  getting  to  be  of  frequent  use. 

Again,  in  the  Prologo  Dialogistico,  prefixed  to  Part  XVI 
(1623),  the  Theater  says :  "I  have  come  to  great  misfor- 
tune, and  I  presume  that  it  is  due  to  one  of  three  reasons: 
either  because  there  are  no  good  actors,  or  because  the 
poets  are  bad,  or  because  the  auditors  lack  understanding; 
for  the  managers  avail  themselves  of  machinery,  the  poets 

'Lope  de  Veg«*3  Fohrfia  no  ts  t'iltta  (written  in  1624  or  earlier),  Ati 
II:  SaUn  JfifufS  Jf  aurr  toeade  caxat  jdUaJoj,  y  tl  Cvndf  de  Fufirta, 
«ura  ta  tl  ttaira  uk  fatrtt  fintaJo  dt  fantfria.  See  also  El  Ctuamitwt*  tu 
U  Murrtf  (Part  1,  1604],  .^ct  lit,  and  La  Fitoria  dtl  Mvquti  dt  Sff 
Cnc  (before  t«tt],  Act  !I. 
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of  the  carpenters,  and  the  auditors  of  their  eyes." 
Further :  "But  to  return  to  the  common  people,  I  say  that 
they  are  justly  moved  by  this  machinery  to  delight  the  eyes,  -J 
but  not  by  that  of  the  Spanish  comadia,  where  the  figures 
rise  and  descend  so  clumsily,  and  animals  and  birds  appear 
in  like  manner,  which*  the  ignorance  of  the  women  and  the 
rude  mechanics  among  men  come  to  see."  ^ 

Lope's  complaint  is  significant,  moreover,  inasmuch  as 
it  shows  that  a  great  change  had  come  over  his  audiences  j 
early  in  the  third  decade  of  the  seventeenth  century. 
The  vulgo  now  went  ta  see  the  play,  not  to  hear  it ;  the 
annedia  had  become  a  spectacle  for  the  eyes.  And  so  the 
play  degenerated  and  the  splendor  of  scenery  and  stage 
setting  increased,  until  in  the  eighteenth  century  we  come 
to  a  playwright  like  Cornelia,  in  whose  comedia  Cristoval 
Colon,  Act  I,  we  find  the  following  stage  direction :  "Jar- 
din  magnifico,  adornado  de  macetas  cenadores,  y  fuente 
grande  en  el  medio,  con  asientos  al  rededor,  el  foro  repre- 
senta  el  Palado  con  su  galena  y  escaleras,  para  baxar;  la 
galena  estara  adomada  de  macetas  de  flores.  Aparece  la 
Reyna  sentada,  y  las  Damas  repartidas,  cogiendo  flores," 
etc.  Here  we  find  the  term  bastidor  (wing  of  stage 
scenery),'  and  at  the  end  of  the  act,  the  direction:  Cae  el 
telSn,  the  drop-curtain  falls. 

The  help  of  stage  machinery  of  various  kinds,  under  the 
name  of  artificios,  invenciones,  apariencias,  and  tramoyas, 
had  been  invoked  in  the  religious  representations  of  Spain 
since  very  early  times.  One  of  the  primary  requisites  was 
a  trap-door,  and  with  these  the  public  stages  were  early 
provided.  In  the  performance  of  the  autos  of  Corpus 
Christi  the  apariencias  formed  a  very  important  feature 
of  the  festival  and  were  frequently  of  the  most  elaborate 
character,   the   municipalities   expending   large   sums   of 

^Lift  of  Lope  de  Vega,  Glasgow,  1904,  p.  389. 

*  BtuAdoret  or  wings  were  in  use  long  before  this,  and  we  find  them 
mentioned  at  the  beginning  of  1643  among  the  stage  appliances  at  La  Mon' 
teria,  Serille.    ( Sanchez- Arjona,  p.  364,  and  tee  above,  p.  93,  note  3.) 
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money  in  their  preparation.  Upon  the  stage  of  the  public 
theaters,  on  the  other  hand,  we  may  well  imagine  that  the 
apariencias  or  tramoyas  were  of  a  more  crude  and  inexpen- 
sive kind.  Still,  Lope  dc  Vega,  as  we  have  seen,  early 
complained  of  the  great  importance  attached  to  stage  ma- 
chinery, and  he  again  refers  to  the  work  of  the  stage 
carpenter  in  the  Prologue  to  Part  XIX  of  his  Comedias 
(Madrid,  1623).  Here,  too,  in  a  dialogue  between  the 
Poet  and  the  Theater,  the  former  says;  "Since  they  use 
apariencias,  which  they  call  tramoyas,  I  do  not  care  to 
publish  my  comedias."  He  never  concealed  his  contempt 
for  the  arts  of  the  scene-painter  and  the  machinist.  As 
Mr.  Fitzmaurice-Kelly  says:  "Lope  needed  no  scenc-pajnt- 
crs  to  make  good  his  deficiencies.  In  lAy  Verdadesl  que 
en  Amor  ( 1 625 ) ,  he  laughs  at  the  pieciis 


en  que  la  carpinteria 
suple  concetos  y  trazas,'*  * 


« 


Likewise  in  Don  Quixote  (Part  I,  chap,  xlviii),  the  Ca- 
non, in  the  course  of  his  remarks  on  the  drama  of  the  day. 
says:  *'Y  aun  en  las  [comedias]  humanas  se  atreven  a  hacer 
milagros,  sin  mas  respecto  ni  consideracion  que  parecerles 
que  alii  estara  bien  el  tal  milagro  y  apariencia  como  ellos 
liaman,  para  que  gente  ignorante  se  admire  y  venga  a  la 
comedia,"  Apariencia  or  tramoya  was,  therefore,  the 
technical  term  for  stage  machinery,  and  commenting  on 
this  passage,  Clemencin  says:  "Aparienda  es  tramoya  6 
maqutna  teatral  para  representar  trasformaciones  6  acon- 
tecimientos  prodigiosos."* 

The  term  appearames  was  also  used  on  the  English 

'  Chaptfrt  on  SpanUh  Literature,  London,  1908,  p.  1S2.    See  mlio  ihe  clJ«» 
of  Lope'i  Epiilola  4  Pabia  Bonnet,  the  verses  beginning: 

"El  Tratro  de  Espana  se  ha  resuelto 
En  arot  de  cedazos  y  clauoa." 

*  Edicion  af  Mtdrid,  t%lh  VoL  III,  p.  409.    In  itiji,  wh«n  Gonxates  de 
Salts  pubHsKed  his  NtttvA  Idt^  d*  /a  Tngtdia  aatigva,  he  spoke  of  die 
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stage.  When  Cartwright's  Royal  Slave  was  presented  be- 
fore the  King  and  Queen  at  Oxford,  in  August,  1636,  the  • 
changes  of  scene  then  produced  by  Inigo  Jones  were  called 
"appearances.*'  They  were  eight  in  number,  but  whether 
they  were  effected  by  sliding  frames  covered  with  canvas, 
or  by  falling  curtains  now  technically  called  "drops,"  is 
not  stated.^ 

We  may  be  quite  sure  that  theatrical  machinery  had 
made  no  greater  advances  in  the  public  theaters  than  the 
stage  decoration.  That  this  machinery  was  still  very  rudi- 
mental  and  imperfect,  even  after  the  middle  of  the  seven- 
teenth century,  is  evinced  by  the  accounts  published  by 
Francis  van  Aerssen,  Madame  d'Aulnoy,  and  other  trav- 
elers in  Spain. 

Fron™  the  above  instances  we  are  enabled  to  form  a  fairly 
dear  conception  of  the  resources  (or  perhaps  it  were  better 
to  say  the  limitations)  of  the  Spanish  stage  in  the  time  of 
the  great  creator  of  the  Spanish  drama.  They  also  furnish 
information  that  is  not  without  importance  as  to  the  ar-  1 
rangemcnt  of  the  Spanish  stage.  It  did  not  project  Into  \ 
the  theater,  as  did  the  Elizabethan  stage,  and  its  two  sides 
were  provided  with  hangings  (panos),  behind  which  the 
actors  could  retire,  and  from  which  they  could  make  their 
entrances. 

The  ataye  setting  of  the  French  theater  at  this  time  was 
jpMf^  AiSpT^t  frffpn  thTt  in  use  TiTSpain  and  Engtahd.  and 
in  the  time  of  the  playwright  Hardy  it  was  that  of  fte^ 
My»terie3  of  the  MJddfeAges.;_jVith  slight  modifications^ 
thii  system  reigned  for  nearly  a  hundred  years_at  the 
Tidtel  de^ourgogne,  the  only  public  theater  in  Paris  dur- 
iog  tlie  «econd  half  of  the  sixteenth  and^the  Erst"EKrrty 


trMmPft  a*  if  it  had  brai  but  lately  introduced :  "lai  Machinai  de  k 
SeciM,  tu  apparitociaA  qukro  deetr,  \  ingeaiosoa  artificios,  a  quien  vulgar- 
mmtf  Im  Nucuro*  llaman  con  un  vocablo  nucvo  Tramatiu."  (Edition  ot 
Madri«l,  177$,  Vat.  I,  p.  t^i,)  Thi*  tttta*  to  show  that  the  wort  wb* 
wikiea  tM9M  year*  before  ihe  date  of  its  publication. 
'Cotlirr.  AmtMh  of  thi  Stage,  Loodon,  183 1,  Vol.  Ill,  p.  37). 
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^ears  of  thejeventeenth  century.^  This  stage  of  the  Mys- 
teries consisted  of  two  parts:  the  mansions  and  the  stage 
proper,  or  the  free  space  between  and  in  front  of  the 
mansions.  These  mansions  were  simply  houses  or  build- 
ings to  which  the  action  was  transported  during  the  play. 
Thus  one  might  represent  the  house  of  the  Virgin  at  Naza- 
reth, another  the  temple  at  Jerusalem,  another  the  palace 
of  Pilate,  which  formed  so  many  mansions  in  the  Mystery 
of  the  Passion.  In  other  words,  the  simultaneous  scenery 
of  these  reUgious  plays  of  the  Middle  Ages  was  trans- 
ferrffH  tQ,t^^  P"hht  y^fi**)  "'^■''^^  was  divided  into  several 
regions,  and  France  migEt  be  represented  by  one  corner 
of  the  theater,  Turkey  by  the  other,  and  Spain  in  the 
middle  of  the  stage.  Indeed,  the  author  of  the  Traite  dt 
la  disposition  du  poeme  dramalique  (1637),  quoted  by 
Rigal,^  says:  "11  ne  faut  pas  introdulre  ni  approuver 
la  regie  qui  ne  represente  qu'un  lieu  dans  la  scene." 
It  is  this  system  to  which  Corneille  objected  in  his 
Examen  de  Melite  (1629),  when  he  says:  "Common 
sense,  which  has  been  my  sole  guide,  gave  me  sufficient 
aversion  to  this  horrible  confusion,  which  placed  Paris, 
Rome,  and  Constantinople  on  the  same  stage,  to  reduce 
,mine  to  a  single  city."^  Here,  too,  we  are  told  that  a  wood 
was  represented  merely  by  a  little  foliage,  an  encampment 
by  half  a  tent,  and  that  the  sea  and  the  mountains  "were 
absolutely  lacking  in  majesty."'*  "Besides  the  permanent 
decorations  and  those  which  appeared  only  at  certain 
times  in  the  performance,  the  players  used  also  more  or 
less  ingenious  machinery,  but  whether  these  trues  were  al- 
ways successful,  is  more  than  we  care  to  affirm.""  That 
this  stage  setting  as  late  as  1642  was  very  crude  and  far 
from  satisfactory  is  shown  by  the  complaints  made  by 
d'Aubignac  concerning  the  manner  in  which  his  tragedy 

^Kjgal,  t.e  Thiatrr  franiait  cvant  la  pfrhde  rlaiitgue,  Parli,  1901.  pp. 
*/^i</.,  p.  246>  * /Wif.,  p.  147.  *Ihid.,  f>.  2S2.  *  Itid.,  p.  t$$. 
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La  Pucelle  tPOrUans  was  staged.    Bapst  says  that  In  1 634 
the  stage  at  the  Hotel  de  Bourgogne  was  ornamented  with 
pilasters,  cornices,  moldings,  arabesques,  etc.    "It  was  the 
Italian  stage  setting  on  a  small  scale  .  .  .  there  were 
three  doors,  one  at  the  back  and  one  on  each  side,  without 
counting  the  lucarnes."     The  canvases  were  painted  in  per- 
spective.   In  1635  representations  took  place  by  daylight, 
without  lamps.    At  the  beginning  of  the  seventeenth  cen- 
tury a  police  ordinance  fixed  half-past  four  o'clock  In  the 
afternoon  as  the  closing  hour  of  the  spectacles  In  winter. 
In   the  middle   of  the  seventeenth  century  the  Opera, 
Mollere,  and  the  Comedie  Fran^aise  had  no  place  for' 
tfierr~perfonnances  except  the  tennis  courts,  which  must 
have  been  most  unsatisfactory,  both  optically  as  well~as  j  . 
acoustically,  to  both  auditors  and  actors.^     In  these  ten-  \n 
nis  courts,  transformed  into  theaters,  the  rich  and  the*  ' 
nobility  occupied  boxes  or  stalls,  while  "the  less  fortunate 
public  stood  in  the  part  of  the  building  that  was  not 
occupied  by  the  stage.""      ~ 

The  poverty  of  scenic  effects  upon  the  Spanish  stage 
applies,  as  already  stated,  only  to  the  public  theaters,  like 
the  Cruz  and  the  Principe  in  Madrid,  where  an  entrance 
fee  was  paid.  The  representations  which  took  place  in 
the  palaces  of  great  nobles  (these  representations  were 
called  particulares) ,*  and  those  given  before  the  King 
in  his  private  theaters  (see  below.  Chapter  X),  were 
generally  accompanied,  as  we  may  readily  imagine,  by 
ingenious  and  costly  scenic  effects  and  stage  machinery. 

^Baptt,  Essai  svr  fkistoirt  du  ThiStrt,  Paris,  1893,  p.  i6j. 

*Ibid.,  p.  171. 

'In  October,  ites,  Antonio  Granados  represented  a  comedia  before  D. 
Diego  Gomez,  "who  was  sick  with  quartan  fever,"  receiving  aoo  reals 
(Perez  Pastor,  Nuevoj  Datoi,  p.  353) ;  in  February,  1603,  Nicolas  de  los 
Rloa  received  300  reals  for  a  comedia  which  he  represented  before  the 
Duke  of  Lerma,  "en  la  Huerta  de  la  Ribera  del  Pisuerga"  {ibid.,  p.  353) ; 
and  in  November,  1603,  the  tame  autor  de  tomedias  received,  for  going 
from  Valladolid  to  Tordesillas,  and  representing  four  comedias  before  the 
King,  laoo  reals,  besides  371  reals  for  expenses.  This  was,  apparently, 
also  a  festival  given  by  the  Duke  of  Lenna.     {Ibid.,  p.  354.) 
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We    read,    for   instance,    that    In    1618    Luis   Velez    de 
Guevara's  comedia  El  Cabailero  del  Sol  was  performed 
by  the  company  of  Baltasar  Pinedo  in  the  house  of  D. 
Juan  Gaytan  de  Ayala,  in  the  Calle  de  Atocha,  "with  the 
same  invettciones  and  stage  arrangement  with  which  this 
comedia  was  represented  in  the  garden  of  his  Excellency 
the  Duke  of  Lerma."     This  latter  representation  was, 
doubtless,    intended    solely    for    the    delectation    of   the 
Duke's    friends.     The    performance    in    the    house    of 
D.  Gaytan  de  Ayala,  however,  is  the  only  one  that  I 
have  found  recorded,  in  which  an   admission   fee  was 
charged,  and  from  which  other  profits  accrued  to  the  per- 
son giving  the  comedia.    The  details  are  so  curious  that  I 
transcribe  them.     The  document  is  in  the  form  of  an 
agreement   between   D.   Juan   de   Vidaurre,    Captain   in 
Ordinary  to  his  Majesty  in  Madrid  and  his  entretenido 
in  that  city,  and  the  lessees  of  the  profits  which  result  to 
the  hospitals  from  the  performance  of  comedias,  reciting 
that  the  said  comedia  is  to  be  given  by  the  company  of 
Pinedo  in  Ayala's  house.     "That  the  said  D.  Juan  de 
Vidaurre  is  to  provide  the  said  tnvenciones  and  to  erect, 
at  his  own  cost,  in  the  said  house  and  yard,  the  theater  and 
boxes  {aposentos)   and  seats  (^radas)   necessary  for  the 
men  as  well  as  the  women  to  hear  the  said  comedia.    Like- 
wise that  the  said  lessees  are  to  give  to  the  said  D.  Juan 
forty  ducats,  in  part  payment  of  the  expenses.     Likewise 
that  all  that    may  result  by  way  of  profit  during  the 
whole  time  the  said  comedia  is  to  be  given  in  the  said 
corral — deducting   the    share    of    the    said    Baltasar    de 
Pinedo,  autor—as  well  from  the  entrance  fees  as  from  the 
aposentos,  and  all  other  profits,  are  to  be  divided  equally 
between  the  said  lessees  and  the  said  D.  Juan,  but  the 
forty  ducats  which  the  said  Baltasar  de  Pinedo  is  to  give 
to  the  said  D.  Juan  are  to  belong  solely  to  the  latter. 
AU  the  fruits  and  confections  while  the  festival  lasts  are  to 
be  sold  by  Roque  Hernandez,  who  Is  also  to  receive  eight 
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reals,  one  half  to  be  paid  by  the  said  lessees  and  one  half 
by  the  said  D.  Juan.  Likewise  the  said  forty  ducats  are 
to  be  returned  by  the  said  D.  Juan,  unless  he  erect  the 
said  theater  and  gradas  in  eight  days."' 

'  Pirez  Pastor,  Nutvos  Datos,  pp.  i^  1(5. 
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Costuiiies.  Their  impropriety.  Their  magniHcence.  Costumes  in 
the  autos  sacramentaies.  Performances  in  the  public  theaters. 
Prices  of  ad  mission .  The  audiences.  Thz  moiqueteroi.  Women 
in  the  cazuela.    Ruffianism  in  the  theaters.    Scats  in  the  corrales. 
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As  there  was  little  thought  of  vensImJlitude  in  the  stage 
setting,  so,  as  regards  the  costumes  worn  by  the  players, 
there  was  no  pretense  to  historical  accuracy.  All  charac- 
ters appeared  in  the  Spanish  costume  of  the  time.  This  is 
due  to  a  peculiarity— shared  in  a  measure  by  the  drama  of 
other  nations  at  the  time  (particularly  the  English), 
but  eminently  characteristic  of  the  Spanish  drama— 
that  is,  the  tendency  to  translate  everything  which  it 
represents  into  the  present  and  actual  in  which  it  moves: 
that  the  remotest  past  and  the  strangest  occurrences  are 
transformed  into  the  national  usages  and  customs,  and 
that  what  is  most  foreign  is  changed,  as  it  were,  to  some- 
thing essentially  Spanish.  The  single  exception  was  in 
the  case  of  plays  founded  upon  Spanish  history  or  legend, 
—here  only  an  attempt  was  made  to  reproduce  the  spirit 
of  a  bygone  age.' 

'  "Ein  ganz  eigenthumlicher,  nirgradB  in  f:leicher  Starke  hervortretendff 
Zug  der  ipanischen  Comodie  nun  bcncht  darin,  dasz  sic  in  Allem,  wat  (it 
vorfuhtt,  iiich  die  iiacli4C«  GegcQwart  und  UEngcrbung,  in  dcr  sie  sclbst  Isbt, 
■bspiegcin  laizt:  dasz  sic  die  fernste  Vorzeit,  die  frirmdcstF  Bcgcbenhrii  in 
die  beimische  Sitte  und  Gewohnbeit  hintiberzieht  und  selbst  d^t  Eqtlegniite 
durch  tlmwandlung  gldch«am  zum  spanisclien  Nadonalgut  macht.  Gewisz 
tst  dicK  Art,  die  Gegenvrart  zur  Grundtage  der  Darstellung  zu  machai, 
die  einzige,  wie  fin  wahrea  Nationalachauspiel  emstthen  Itann.  Dcnn  dM 
Drama,  das  vor  ailfm  ant  lebhaftr  Anrcgung  seiner  Zuhorcrtchaft  bcdaciu 
scin  musz,  wird  durch  allei  Entlegene,  nieht  unmittelbir  Vcfstandltche  IB 
•einer  lebendigen  WirkuAg  bccintrachttgt,  und  verinag  die  Begcbcohtiten 
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As  Ticknor  says,  ^'Coriolanus  was  dressed  like  Don 
John  of  Austria,  and  Aristotle  came  on  the  stage  with  a 
[curled  periwig  and  buckles  on  his  shoes,  like  a  Spanish 
lAbbc."*  Only  the  most  obvious  distinctions  were  made: 
a  Moor,  naturally,  would  appear  in  the  traditional  cos* 
tume,  or,  at  all  events,  in  a  turban  and  long  mantle,  for 
these  were  known  to  the  audience,  but  the  Roman  wore  a 
ihort  cloak  and  sword.  Lope  de  Vega,  in  his  ^rte  nuevo 
ie  hacer  Comedias  ( 1609),  complains  of  the  impropriety 
pf  Romans  wearing  breeches  upon  the  Spanish  stage,  for 
Greeks  and  Romans,  as  he  says,  appeared  with  cloak  and 
pword,  in  the  national  costume.'  But  this  reproach  applies 
Dot  only  to  the  Spanish  drama,  but  to  all  others  of  the 
imc  as  well.  Concerning  the  French  theater  we  are  told: 
"Lc  mcme  costume,  cheveux  tombants,  cuirasse  coUant  au 
corpst  avec  tonnelets,  brodequins  et  casque  a  panache,  sert 
\  tous  les  roles  histortques,   depuis   David  et   Salomon 

and  VerhlltnisK  fruherM  Zeiten  oder  feroer  Landitr  our  insofern  £u  gfr' 
b«ucbcil|  >ls  es  sie  mtt  der  Gegenwart  verknupfen  und  icinen  Zuschauem 
Nihe  ruckcD  kann.  Nur  die  Stoffcn  aus  dcr  nacionalcD  Gcschichte 
Sage  hat  tich  daher  die  spanische  Comodie  bemiiht,  sich  genau  in  den 
und  Ton  Yergaogener  Zeicea  zu  verietzeii,  weil  diese  der  lebenden 
fioo  noch  mannigfach  vertraur  und  gegenwardg  waren;  die  Ge- 
ten  dca  classiichcn  Atterthums  und  de>  Auslandes  dagcgen  findcn  vrir 
ipdisvit  pb>Dtafti»ch  und  in  dcr  Art  behandell,  das?  die  tpaniscbe  Natio- 
Ifa^  die  Side  und  Sionesart  der  Gegenwart  ijberall  durchklingt." 
rfkifkle  der  dramatittken  Literatar  und  Kvnst  in  Spanien,  Vol,  11,  pp. 
to;  cf.  alao  ibid.,  pp.  29,  30.)  These  remarks,  it  seems  to  me,  apply 
^ftlniaai  equal  force  to  the  Eltzabethan  drama.  An  audience  totally 
it  of  the  facts  oF  history  was  responsible  for  such  a  condition  and 
m  fttf  it«  RiiiDtmance.  Hence  the  glaritig  anachronisms  that  occur 
ptaya  nf  Lope,  Shakespcart,  and  other  dramatists  of  the  period  passed 
There  was,  for  instance,  no  hesitancy  in  introducing  firearms 
nage  in  a  play,  the  action  of  which  took  place  long  before  gun- 
waa  inrented,  if  the  effect  of  the  action  were  heightened  thereby. 
'  tiut*fy  »f  Spaniih  l.iurature.  Vol.  II,  p.  539. 

*Tbe    Mage   directions,    howevef,   abundantly   show   that   lotne    regard 
BS  bad,  bcrf  also,  for  the  fitncsi  of  things.     The  costume,  being  an  indi- 
a#  rank,  helped  to  tell  the  story.    Apart  from  ihe  very  obvious  fact 
dw  peasant  always  appeared  in  a  costume  suited  to  bis  station   (ex* 
;  Lope  de  Vega,  LUgar  en  OeajianiPirt  VI),  fol.  %2,  v.:Salfn  Fenha, 
Otmmio  *«a  gauan  d*  lahrador.    El  mejor  Mttittro  el  Tiempa  (Part  VI}, 
Hi:  Sdie  Oton  de  villane  con  un  atadan.  etc,  etc.),  we  &nd  luch  seage 
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jusqu'a  Charles  V."^  Of  course  the  Roman  citizens  of 
Shakespeare's  time  wore  the  English  costume  then  in 
vogue,  and  we  know  that,  in  the  middle  of  the  eighteenth 
century,  Garrick  appeared  as  Macbeth  in  a  powdered  wig 
and  knee-breeches.  In  Spain,  too,  this  carelessness  as  to 
costume  was  maintained  until  far  into  the  eighteenth  cen- 
tury. D.  Jose  Clavijo  y  Fajardo,  speaking  of  the  autos  in 
1762,  says:  "Who  could  help  laughing  aloud  on  seeing  a 
Levite  appear,  in  the  first  age  of  man  {en  ia  primera  edad 
del  hombre),  dressed  like  a  priest  and  wearing  a  miter? 
It  would  be  hard  to  say  which  were  the  greater  nonsense, 
to  introduce  a  Levite  at  that  period  or  to  clothe  him  in 
this  manner.'*^ 

When  it  is  said,  however,  that  the  costumes  had  little 
or  no  regard  for  historical  accuracy,  it  by  no  means  implies 
that  they  were  not  magnificent  and  costly.*  On  the  con- 
trary, there  is  ample  evidence  to  prove  that  Spanish  actors 
and  actresses  were  exceedingly  extravagant  in  the  matter 
of  costumes,  and  the  amount  of  money  expended  upon 
them  often  shows  an  improvidence  which  has  been  a  char- 
acteristic of  the  theatrical  profession  in  all  times.  In  1 589 
Sebastian  de  Montemayor,  an  autor  de  comedias  or  theat- 
rical director,  and  Ana  de  Velasco,  his  wife,  paid  100 
ducats  {=  1 100  reals)  for  a  rich  skirt  and  jacket  ("prccio 


dJrectioDi  as:  Saten  dot  alahardtrot,  vettidot  cortio  Tudeicoi,  eon  tu  t<^ 
de  Vino.  (Lope  de  Vega,  Vnon  y  I'aUnttn,  Part  I,  1(04,  fol-  i7i>)  ^^  ^^ 
tJije  de  Rfduajt  (Part  1),  Act  I;  Enira  Gamei  ton  ujt  aiquittt  [Mooriib 
cloak]  </f  atarde,  y  uji  botttte  rolarada,  y  vnat  abareat  df  pellfjot{fo\,  14]). 
Servir  con  mata  Estrelia  (Part  VI,  1616),  Act  I :  Salen  kugero  de  F»hn  f 
Turin  iu  criade  de  famina  a  lo  Frantes.  Cervantes,  La  Gran  Sultaiu,  An 
I,  openibg :  Sale  Dona  Caialiita  de  Oviedo  Gran  Sultana  veitida  a  la  Tat' 
quttca,  and  a  little  later:  Salen  Madrigal  dt  cautitio,  y  Andrtt  *m  alrtte  it 
GritgQ. 

^Bapac,  Essai  lur  {'histoire  du  Theatre,  p.  tji. 

'Cotarelo  y  Mori,  Cantroiieniat,  p.  159.  The  laine  writer  %*y%:  "U« 
Eliat  vestido  muy  pobrcmrntc,  con  mucha  barba  y  zspatoi  encamadot  €« 
gal6n  de  am  ya  lo  hablamo*  visto  en  lo«  Trej  Frodigiot  del  Muudo,  pen 
Critto  peinado  dc  ala  de  pieftSn,  con  polvos  y  corbatio,  Cfto  Cftaba  reicmdA 
para  nuiUeniaT  lai  deformidades  de  lot  auto*." 

*The  theatrical  wardrobe  wai,  perliap«,  the  manager'a  beaviett  item  o* 
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de  una  basquiiia  y  un  manteo  ricos,  para  representar**).* 
In  1602  Melchor  de  Leon  paid  330  reals  for  a  skirt  of 
straw-colored  satin  ("basquiiia  de  razo  pajizo").*  In 
1607  Baltasar  Pinedo  paid  550  reals  for  hats,  feathers, 
and  silks.'  In  1610  Diego  Lopez  de  Alcaraz  paid  240 
reals  for  a  costume  "de  pano  de  mezda  aceitunada,"  or 
mixed  cloth  of  an  olive  color.^  In  161 7  Jusepe  Jimenez 
and  his  ^fe  Vicenta  de  Borja,  players  in  the  company 
of  Baltasar  Pinedo,  paid  440  reals  for  a  skirt  and 
waist  of  grosgrain  with  silk  lace  ("basquiiia  y 
jubon  de  gorgoran  con  pasamanos  de  seda'*).'  In 
1 619  Juan  Bautista  Muriiz  and  his  wife  Eugenia  Osorio 
paid  2400  reals  for  a  costume  of  greenish-gold  sateen  with 
gold  lace  and  edging  of  red  sateen  with  trimmings  of  gold 
fringe,  lined  with  red  taffeta  silk  ("vesddo  de  raso  de  oro 
verde  con  pasamanos  de  oro  y  pestaiias  de  raso  encamado 
y  alamares  de  peinecillo  de  oro  forrado  en  tafetan  encar- 
nado").*  In  1636  Pedro  de  la  Rosa,  theatrical  director, 
bought  from  Bartolome  Romero  and  his  wife  Antonia 
Manuela,  both  players,  "un  calzon  de  ropilla  y  ferreruelo 
[short  cloak,  without  cape]  de  lana  parda,  bordado  de 
coronas  y  palmas  de  oro  y  plata,  y  las  mangas  del  jubon 
de  canutillo  [embroidery]  de  plata,"  for  3600  realsJ 
One  may  form  some  conception  of  this  extravagance, 
bearing  in  mind  that  the  average  price  received  by  Lope 
de  Vega  for  a  comedia,  at  the  height  of  his  popularity, 
was  500  reals. 

Sometimes,  Indeed,  the  costumes  used  in  the  representa- 
tion of  the  autos  sacramentales — which  were  given  at 
the   expense  of  the  municipality— were  so   costly  that 

expense.  A  concepdon  of  the  splendor  of  the  costumes  in  Spain  at  the 
beginning  of  the  seventeenth  century  may  be  formed  from  the  "Memoria 
del  hato  para  representar"  sold  by  Baltasar  Pinedo  to  Juan  Granados,  on 
April  25,  1605,  printed  in  the  Bull.  Hupanigue,  1907,  pp.  369-371. 

*  Pirez  Pastor,  Nutvos  Datos,  p.  337. 

'IKd.,  p.  78.  *lbid.,  p.  loi.  *Ibid.,  p.  119. 

*Ibid.,  p.  163.  'Ibid.,  p.  181.  'Ibid.,  p.  351. 
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the  actors  petitioned  the  city  for  an  extra  sum  to  defray 
this  expense,  alleging  that  the  costumes  were  useless  for 
any  other  purpose.  This  the  town  council  frequently  did, 
in  one  case  paying  200  reals. ^  Many  instances  are  re- 
corded where  actors  and  actresses  were  granted  a  special 
sum  by  the  town  council,  as  a  prize  for  having  particularly 
distinguished  themselves  in  the  performance  of  an  auto 
cither  by  their  acting  or  costume. 

While  the  principal  players  possessed  their  own  cos- 
tumes, the  autores  de  comedias  provided  them  for  the 
lesser  members  of  their  companies.  Frequently,  also,  a 
town,  in  order  to  give  a  dance  or  comedia  for  some  fes- 
tival, hired  the  costumes  from  some  aulor.  So  in  1597 
the  clothes  and  costumes  ("ato  y  vestidos  de  farsa")  of 
Caspar  de  Porres  were  hired;  in  1634  Sanchez  de  Vargas 
hired  out  his  costumes  for  a  dance  in  the  town  of  Mejo- 

*  Satichez-Arjiona,  AnaUs,  pp.  307  and  312.  The  value  of  Spanish  lacmc; 
in  the  sixteenth  and  aeventeenih  centuries  is  a  very  difiiculr  roattei' 
to  a«Mrtain  tveti  approxiitnaicly,  as  it  varied  so  much  from  time  to 
time.  The  aaly  Spanish  coiDt  with  which  wc  have  to  deal  are  the  ducido, 
the  real,  and  the  maravrdi-  There  ti  an  eice!lcnt  article  on  the  miirtvedi 
in  the  Revi/ta  dt  Arthwtn  for  March-April,  1905.  The  ducado=  11  feali, 
and  the  real  plate  =  34  maravedis.  Minsheu's  Spaniih  Diflhnary,  Landoo. 
1599,  tella  u!  that  a  rya//^/<rrr^3txc  pence:=34  maravedis.  The  maravedi, 
which  wa»  at  first  a  gold  coin,  became  in  the  time  of  Philip  III  (15^- 
i6zi)  a  copper  coin  of  very  amalt  value.  And  just  here  occurs  the  diffi- 
culty. Seldom  is  it  stated  whether  the  rrai  velhn  (copper)  of  the  real  ii 
pl^ita  (lilver)  is  meant,  the  real  plate  being  equal  to  two  reals  copper.  It 
woutd  Kein,  however,  that  at  one  time  there  was  little  difference  between 
the  real  de  piata  and  the  real  vellan.  As  an  exarapte:  under  date  of  VatU* 
dolid,  September  i,  r6o4,  Caspar  de  Porres,  autor  dt  eomeJiaj,  bound  him- 
telf  to  pay  to  the  Brotherhood  of  the  Niiios  Expotitos  of  that  city  xodo  retli 
■ilver,  which  he  had  received  in  veiton  from  the  treasurer  of  the  BrothcrhtNMl 
{Nitf<iios  Datos,  p.  88).  This  may  be  explained  by  a  note  which  I  find  in 
Gallardo,  Ensayo,  Vol.  HI,  p-  11  jo:  "At  principio  deste  ano  (1604)  se 
quilqtaron  las  monedas  de  velton  en  todo*  loi  relnos  de  Castilla,  doblantlou 
el  valor  para  socorro  dc  S.  M.  y  sc  pregon6  con  graves  penas  en  est» 
cihdad  (Cordoba)  a  39  de  Marxo  que  no  corriese  la  moneda  sino  quili- 
tada."  Again,  in  161a,  Juan  de  Morales  Medrano,  aut&r  dt  tomtdit}. 
promises  to  repay  tocx>  reals,  which  he  had  borrowed,  "in  silver  and  not  in 
mutton."  {Nu**oi  Datoi.  p.  139,)  I  believe  that  the  silver  real  of  llw 
double  value  of  the  real  velhn  i«  called  the  real  de  ptaia  dohle.  (See 
NurvQj  D«t<n,  p.  tto.)  An  account  of  the  value  of  money  at  ■  later  periwl 
(1(67)  ii  furnished  by  a  work  entitled  Hiipania  IltastTota,  or  the  hftuimt 
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rada.*  In  1636  Andres  de  la  Vega  hired  out  to  Pedro 
de  la  Rosa,  to  be  returned  after  the  festival  of  Corpus, 
a  costTune  of  Moses,  a  ropon  for  Aaron,  a  capuz  for  a 
Jew,  and  a  ropon  for  a  Moor,  together  with  eight  cloaks 
of  taffeta,  for  2500  reals.*  In  1636  Mariana  de  Aparicio 
agreed  with  Andres  de  la  Vega  to  play  second  parts  in  his 
company,  he  to  furnish  the  costumes.*  Andres  de  la 
Vega  seems  to  have  been  possessed  of  a  rich  and  extensive 
theatrical  wardrobe,  which  he  frequently  hired  out.* 
Some  idea  of  the  extent  and  quality  of  the  ward- 
robe of  a  prominent  theatrical  manager  in  the  mid- 
dle of  the  seventeenth  century  is  furnished  by  the  list 
of  the  effects  of  Jacinto  Riquelme,  which  were  attached  in 
1652  to  compel  the  performance  of  a  contract  to  act  in 
the  Corral  de  La  Monteria  in  Seville.''  In  this  list  are 
included  all  the  properties,  scenery,  and  machinery  neces- 
sary to  represent  what  were  called  comedias  de  apariencias, 
"besides  the  costumes  for  the  fools  and  peasants."* 
It  may  not  be  without  interest  to  note  here  that  in  1 608 

•/  the  Spanish  Court,  etc^  London,  1703.  On  p.  53  we  find:  "In  1667,  500 
J*bhnes  =  £^SO  sterling.  A  dobloH  =  n.  piece*  of  8  =  74  reaUs  vellon,  and 
diat  a  real  plate  =  6</.  and  a  real  vellon  =  aVtd."  From  luch  data  as  I 
hare  been  able  to  gather,  I  infer  that  the  purchasing  power  of  a  real  in  the 
early  seventeenth  century  was  about  five  times  its  value  in  present  money, 
Le,  that  a  real  plate  =  about  35  cents.  So  we  are  told  that  in  Moliire's 
dme,  which  was  nearly  half  a  century  later,  money  was  worth  five  times 
as  much  as  at  present,  i.e.,  in  1654  six  cents  livres  =  trois  mille  francs. 
(Souli^  Recherches  sur  MoUire,  p.  68.)  A  convenient  norm  for  the  value 
of  money  in  Spain  at  the  close  of  the  sixteenth  century  is  furnished  by  aa 
instrument  dated  March  36,  1 596,  by  which  Baltasar  Pinedo,  autor  de  come- 
dias, agrees  to  pay  to  Gabriel  Rubio,  tailor,  of  Madrid,  34  ducats  = 
3&4  reals,  for  board  and  lodging  for  six  months  for  himself  and  servant,  at 
the  rate  of  4  ducats  per  month,  i.e.,  11  reals  per  week,  for  two  persons. 
{Nmtvos  Datos,  p.  43.)  The  great  depreciation  of  money  during  the  reign 
at  Philip  IV.,  and  the  many  attempts  to  regulate  its  value,  render  any 
definite  general  statement  impossible. 

*  Suevos  Datos,  p.  338.  '  Ibid.,  p.  353.  *  Ibid.,  p.  S5S. 

*  See  ibid.,  pp.  369,  371. 

*  Sanchez-Arjona,  Anales,  pp.  398  ff.    For  a  list  of  the  properties  and  cos- 
ttanes  of  Diego  Lopez  de  Alcaraz  in  1603,  see  Nuevos  Datos,  p.  63. 

"Todo  el  jato  que  Ilaman  omato  del  vestuario,  panos  y  maromas,  y 
▼estidos  de  villanos  y  bobos,  y  gamichos  y  hierros  y  tramoyas." 
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Shakespeare  was  proprietor  of  the  wardrobe  and  proper- 
ties of  the  Blackfriars  theater,  besides  owning  four  shares, 
which  brought  him  in  £133  6s.  ^d,  "These  properties,  we 
may  conclude,  he  lent  to  the  company  for  a  certain  consid- 
eration."' 

When  in  financial  straits,  a  condition  that  has  ever  been 
familiar  to  the  followers  of  Thespis,  the  mainstay  of  the 
player  or  manager  was  the  wardrobe,  which  he  could  al- 
ways pawn  with  some  money-lender.*  A  curious  case  is 
that  of  Lorenzo  Hurtado  de  la  Camara,  who  in  1639  paid 
1000  reals  to  redeem  a  costume  which  he  had  pawned  to 
the  convent  of  S.  Juan  de  Dios  in  Ocana.'  Indeed, 
with  very  few  exceptions,  both  autores  de  comedm 
and  actors  seem  to  have  been  almost  constantly  in 
debt,  as  the  many  obligations  and  agreements  collected 
by  Perez  Pastor  amply  show.  To  compel  the  pay- 
ment of  a  debt,  recourse  was  had  to  the  very  efficacious 
remedy  of  clapping  the  debtor  into  prison.  Not  infre- 
quently, as  the  records  prove,  did  this  misfortune  befall 
the  theatrical  manager  and  actor  of  those  days.  In  1601 
Rodrigo  Osorio,  autot  de  comedias,  was  imprisoned  at 
Madrid  for  a  debt  of  700  reals,  being  released  on  the 
guaranty  of  his  son-in-law  Diego  Lopez  de  Alcaraz  and 
his  daughter  Magdalena  Osono  to  pay  the  debt;*  and  in 
1605  Alonso  de  Riquelme,  a  famous  autor,  was  impris- 
oned in  Valladolid  for  a  debt  of  900  reals.' 

^Shaktspeart't  H'orks.  ed.  Collier,  Vol.  I,  p.  191,  Greg  (Htntiv^s^t 
Diary,  II,  p.  ijo)  lays:  "The  wtrdrobe  of  a  rampaoy  appeart  10  have  h*n 
a  complicated  affair;  part,  like  the  stage  properties,  belonged  la  tbe  cooi- 
ptny  ia  general,  tKat  i>  to  »ay,  wa»  the  commaa  property  of  the  sharen. 
while  part  belonged  To  individual  aaon.  Thus,  me  And  Pembroke*}  men 
pawning  their  'p*"'  '*>  tS9Ji  "nd  Edward  A1Ic>-b  buying  Jones'*  whut  10 
the  common  ttock  of  playing-apparel,  etc,  belonging  to  Wor<xtter'l  OKU  in 

*A  list  of  the  tbeitrical  wirdtobe  of  the  itrandcd  company  of  Jctdotnw 
de  Amelia,  leixed  for  debt  io  Valencia  ia  163S,  ii  ^vcd  ia  tbc  Bull,  Hii- 
trnwift,  1906,  p.  177. 

*  Nutvts  Dm*i,  p.  Jis. 

*  i*i  J.,  p.  54. 

*tHJ.,  p.  91.    (Set  alM  Bull.  Hitf.  (1907),  p^  J74.) 
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With  the  passing  of  the  Corral  de  Puente,  about  1584, 
the  theaters  of  Madrid  were  reduced  to  two,  the  Corral  de 
la  Cruz  and  the  Corral  del  Principe.  These  continued  to  be 
the  only  public  theaters  in  Madrid  till  the  dose  of  the 
seventeenth  century.  The  King  had  his  own  private  thea- 
ters, and  from  an  account  of  the  events  which  happened 
at  court  between  1599  and  16 14,  written  by  the  historian 
Luis  Cabrera  de  Cordoba,  it  follows  that  private  perform- 
ances of  comedJas  must  have  taken  place  in  the  King's 
palace,  the  Alcazar,  as  early  as  the  beginning  of  the  seven- 
teenth century.  Besides  this  stage,  which  was  erected  in 
one  of  the  rooms  of  the  palace,  Philip  the  Third,  in  1607, 
caused  a  theater  to  be  built  In  the  Casas  del  Tesoro,  near 
the  palace.' 

Dramatic  performances  in  the  public  theaters  always 
took  place  in  the  afternoon,  at  three  o'clock  in  summer  and 
I  at  two  in  winter.'  By  an  ordinance  of  1608  It  was  pro- 
vided that  the  doors  of  the  theaters^  should  not  be  opened 

'Cabrera  sayi  under  the  date,  Madrid,  January  30,  iCoj:  '*Hise  hecho 
Bl  e!  KguTida  patio  de  lat  casas  del  Tesoro  un  teairo  doode  Vean  sua  Ml- 
gammdt*  iai  comediai,  coma  te  representan  al  pueblo  en  Ids  corrales  que 
Htaa  drpuiados  para  ello,  porque  puedan  gozar  mejor  de  ellas  que  quanda 
K  Id  rrprcacnta  en  «u  lala,  y  as!  han  hecho  alrededar  galeriaa  y  ventanas 
itm4*  tmi  L>  gente  dc  Palacio,  y  sui  MagMtadcs  ir^D  alii  de  su  Cinnara 
fcf  «1  paaadizo  que  c«ti  hccho,  y  la«  verAa  por  unaa  celosias."  {Relcfionej 
4*  i€$  Coias  lucfdidar  en  la  Corte  de  Etpana  dtsde  tl  Aho  §§99  hasta  1614, 
by  D.  Pascual  de  Gayangcn,  Madrid,  1857,  p.  198,^  It  vppeari 
Philip  rV^  ID  1632,  the  year  after  bis  acccBslon  to  the  tbroae,  cnter- 
rd  the  project  of  building  another  theater  id  Madrid.  (Pirez  Pastor, 
»/  Datas,  p.  19?.  See  below,  p.  2J7.) 
'Caort  performances,  on  the  other  hand,  were  g;enera]ly  ^ven  at  night; 
Aia  w«t  alto  the  rule  in  EogtaQd.  (Malonc,  Hiitiffkal  Aec&unt  of  the 
gmgiiik  SUgf,  p.  185.) 

•  Don  L«i»  FrroandeicGuerra,  in  his  excellent  biography  of  Alarcon,  p. 
lit,  9Mf%  that  the  Corral  de  la  Crut  had  leven  doors  and  the  Prineipe  eight, 
*Vatfa  cnal  para  iti  objeto,  ya  de  subir  d  los  aposentos,  ya  para  el  eaceoario 
f  n  tervicio,  ahora  para  entrada  de  hombres,  ahora  para  las  mugeres; 
oAl,  la  dc  ta  alojeria;^  una,  la  del  cochcron;  y  la  ultima,  la  dc  la  tabema." 
Ufa  autbority  for  this  statFmcbl  Is  Armona,  Memorial  crottolSgicoi.  The 
lacWT  wvrk,  because  of  the  recent  publications  of  Pirez  Pastor  ond  Cotnrelo, 
of  little  importance,  I  have  a  copy  of  portions  of  it,  and  under  the 
"Viaita  que  en  el  ano  de  t6o6  «c  hizo  por  el  visitador  del  Real 
■/e,  etc.   Afio  de  160^"  it  is  stated  that  the  Corral  del  Prinupe  ba> 
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until  noon,  and  that  representations  should  begin,  durtng 
the  six  months  beginning  October  I,  at  two  o'clock,  and 
during  the  remaining  six  months  at  four  in  the  afternoon, 
"in  such  a  manner  that  the  performance  may  be  concluded 
an  hour  before  nightfall,"  and  the  comharios  and  bailiffs 
were  to  take  particular  care  that  this  proviso  be  ful- 
filled. The  same  ordinance  likewise  provided  that  posters 
should  be  put  up  to  indicate  clearly  the  comedtas  which 
were  to  be  represented  each  day.'  The  same  provisions 
are  again  found  in  the  "Regulations  for  the  Theaters," 
issued  in  1641,  to  which  we  shall  recur  in  a  succeeding 
chapter.  A  performance  generally  lasted  from  two  to 
three  hours,* 

The  price  of  admission  to  the  corrales  varied  at  different 


eight  doors,  the  first  to  SKend  to  the  apotentot  and  the  other  five  {iie}  for 
entrance,  but  there  it  betides  "a  csna  coin  dos  puertas  en  que  hay  u&a  tUodi 
y  taberna."  These  two  doors  evidently  did  not  give  access  to  the  tbeatef. 
Likewise  in  1638  there  were  only  six  entrances.  In  the  "Vjiita  geiieral  que 
•e  hizo  el  ano  de  i6o£,"  to  the  Calle  de  la  Cruz,  we  find:  "Carrai  dt  '< 
Crue.  For  no  estar  labrado  no  m  taso,"  which  I  do  not  undentand.  its 
1658  there  were  seven (  ?)  doors:  one  to  the  Ahgeria,  two  to  the  apattntu, 
one  for  women,  and  another  entrance  is  described  as  a  coach-houie 
{coikera).  The  latter  is  probably  accounted  for  as  follows:  in  16 ji  the 
King  conuiiiLnded  that  hia  entrance  to  the  Corral  di  la  Crur.,  which  was  the 
property  of  the  Duke  of  Medina  de  las  Torres,  should  be  changed  10  t 
more  retired  and  more  decent  place.  In  April,  11S31,  a  corral  was  taken 
which  belonged  to  D.  Fernando  Segura  in  the  Plazuela  del  Angel,  and  an 
entrance  made,  so  that  the  coach  of  the  King  could  be  driven  to  the  stair* 
way,  a  rent  of  200a  reals  yearly  to  be  paid.  Since,  io  doing  this,  a  pan  of 
the  property  of  Dona  Potencia  de  Quesada  would  have  to  be  occupied,  it 
was  necessary  to  rent  this  also  for  75  ducata  yearly.  {Avttiguadmr,  Vol  I| 
p.  171.)  This  entrance  was  still  in  existence  in  i6;j. 
'  Cotarelo  y  Mori,  Conlroveriiat,  p.  633. 

*  "La  comedia  aora  empe^amos, 
De  aqui  i  dos  horas  saldremos, 
Quando  ya  estarft  acabada, 
Que  todo  Id  acaba  el  tiempo." 
(Lsoj  to  Comediat  of  Lope  de  Vega,  Part  I,  Valladolid,  1604,  p.  |.} 


And  again; 


'^Boluamos  i  lo  tmportantc, 
Que  es  el  silencio  pedido, 
For  tres  horas  no  cabales," 

{Uid.,  p.  7.) 
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times.  What  It  was  in  Madrid  in  the  latter  part  of  the 
sixteenth  century,  we  leam  from  a  document  dated  March 
6, 1589,  published  by  Pellicer.*  According  to  this,  "every 
person  who  entered  to  see  the  said  comedias  paid  for  his 
seat  4  quartos  (=16  maravedis),  and  at  the  entrance,  be- 
sides what  he  gives  to  the  players,  he  pays  another  quarto,  ' 
in  such  manner  that  each  person  who  enters  the  comedia 
pays  5  quartos,  besides  what  he  gives  to  the  players."  '  In 
Seville,  "those  who  went  to  see  the  comedias  of  Ganassa 
in  1575  at  the  Corral  de  Don  Juan  paid  half  a  real  en- 
trance, one  real  for  each  silla,  and  a  cuartillo  (=one 
fourth  of  a  real)  for  each  seat  on  a  banco."*  About  1585 
the  price  of  a  seat  on  the  bancos  in  the  Corral  del  Principe 
was  a  half-real.'  This  price  was  afterward  increased,  but 
in  April,  1602,  the  court  being  no  longer  in  Madrid  (it 
was  removed  to  Valladolid  in  January,  1601,  and  did  not 
return  to  Madrid  till  the  end  of  January,  1606) ,  the  town 
council  of  Madrid  again  lowered  the  prices  and  declared: 
"that  the  autor  (manager)  receive  from  each  man  and 
woman,  at  the  entrance,  12  maravedis;  and  that  the  Gen- 
eral Hospital  receive,  as  it  had  received,  two  maravedis 
from  each  person  at  the  entrance."'  Thus  the  entrance 
fee  for  the  mosqueteros  (who  stood  in  the  patio),  and  for 
the  women,  was  14  maravedis,  or  a  little  less  than  half  a 

*  Trmtado  Ustorieo,  Vol.  II,  p.  191. 

*  "El  Hoipital  General  de  Madrid  dene  dos  Corralet,  donde  se  repreten- 
tan  Comedias,  y  cada  una  de  las  penonas  que  entran  i  ver  las  dichas  Co- 
medias, dan  por  el  asiento  en  que  se  asientan  quatro  quartos^  y  i  la  entrada, 
adcmas  de  lo  que  se  da  i  lot  Comediantes,  se  da  otro  quarto:  por  manera 
que  son  cinco  quartos  los  que  cada  una  de  los  que  entran  en  la  Comedia 
paga,  demas  de  lo  que  dan  k  los  Comediantes,"  etc.  These  5  quartos  (= 
20  maravedis)  were  therefore  the  Umosnas,  or  alms,  whidi  was  the  share 
of  the  hospitals  from  eadi  one  who  entered  the  atrralei;  and  in  addition  to 
this  the  spectator  had  to  pay  a  sum  to  the  manager  of  the  players.  This 
charge  the  theologians,  to  whom  it  was  referred,  did  not  consider  excessive 
in  view  of  the  fact  that  four  and  even  six  reals  were  at  that  time  paid  in 
Madrid  for  a  seat  to  see  a  bull-fight    (iHd.,  p.  195.) 

*  Sanchez-Arjona,  Analet,  p.  51. 

*  Ufe  »f  Lope  de  Vega,  p.  aS. 
*P<rez  Pastor,  Nuevos  Datos,  p.  73. 
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real.  The  price  of  the  siltas  and  seats  on  the  bancos 
(which  held  three  persons)  was  probably  the  same  as  be- 
fore, or  one  real.  The  court  having  returned  to  Madrid 
in  January,  1606,  another  decree  was  issued,  dated  March 
21,  1606,  in  which  the  deputies  of  the  Brotherhoods  were 
called  upon  to  fix  the  price  of  admission  to  the  corraki, 
restoring  the  prices  in  vogue  when  the  court  left  Madrid. 
They  agreed  that  from  the  first  day  of  Pascua  de  ResW' 
reccion  every  man  admitted  to  the  ffradas  was  to  pay 
16  maravedis,  and  every  woman  who  entered  the  large 
compartment  for  women  (cazaela),  20  maravedis,  which 
included  the  quarto  (=4  maravedis)  for  the  General  Hos- 
pital ;  each  aposettto  was  1 2  reals  and  each  banco  [seat  on  a 
bancofjonc  real ;  each  of  the  celosias  which  has  its  entrance 
through  the  house  of  the  Condesa  de  Lemos,  1 2  reals,  and 
that  likewise  the  General  Hospital  should  receive  at  the 
entrance  doors  of  the  corrales  a  quarto  from  each  person, 
and  the  same  from  the  persons  who  occupy  the  aposentos, 
"which  are  the  prices  which  are  ordinarily  paid  when  the 
court  is  in  Madrid."' 

'Petlicer,  Tratada  Hiitorico,  ctc^  Vol.  I,  p.  tt.  tnfomiarioo  oooccnlDg 
the  price  of  AdmiisioB  Id  thr  E(igII*h  theater*  of  the  period  ii  int  rttj 
definite.  Malone  says:  "The  galleries  or  tea§oldt  and  that  part  ot  iht 
house  which  in  private  theaters  was  oaincd  the  pit,  seem  to  hive  beeo  atttir 
same  price,  and  probably  in  houses  of  reputation,  such  as  the  Glahi  tsA 
that  in  BlactfriarM,  the  price  of  admission  itito  those  parts  of  the  thranr 
was  fix  pente,  while  in  some  meaner  playhouies  it  was  only  a  pctiay,  in 
others  two  pence.  The  price  of  admission  into  the  best  raomi  or  boxei  wai, 
I  believe,  in  Shakespeare's  time  a  shilling;  though  afterward  [stwut  1&40] 
it  appears  to  have  risen  to  two  shillings,  and  half  a  crowti-  At  the  tltelf 
friars  theater  the  price  of  the  boxes  was,  1  imagine,  higher  than  at  th« 
Ghbf,"  {Historical  Account  of  the  English  Stage,  pp.  77-79.)  As  rt^Td* 
the  English  actors  in  Germany,  Crei^enach  gives  the  followinK  prices  ^ 
admission  to  their  performances:  "In  Ulm  and  Frankfort  the  ordinary  price 
was  3  Kreuzer;  in  the  fomier  city  at  Arst  i  Rreuzer;  in  Strassburg  j  Kr^ 
though  the  players  would  have  preferred  a  Batxen  (=4^  Kr.) :  later,  ii 
1618,  it  was  I  Batzen.  In  Cologne  a-^t  Albus  (Albus  =  a  Kr,).  In  M«1B- 
mingen  in  1600  St  was  \  Kr.  In  Niimberg  at  first  Ji  Batxen,  afti** 
ward  as  high  as  6  Kr.  In  Mutister  in  1599,  oae  SchiHing.  T%t 
difference  in  price  is  probably  due  to  the  fact  that  in  some  innascc* 
cost  of  the  seat  is  included.  Where  this  is  not  the  case,  the  price  given  it 
for  entrance  only,  an  additional  sum  being  required  for  a  seat.     In  Fraak- 
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In  the  ordinance  of  1608  we  find  that  every  person  who 

Etcrcd  the  theater  paid  5  quartos  (=  20  maravedi's)   at 
c  door,  men  as  well  as  women,  of  which  5  quartos  the 
futor  received  3,  and  the  hospitals  of  Madrid  2  quartos.* 
In  the  Corral  de  Dona  Elvira  at  Seville,  in  1610,  the 
^ice  of  a  siUa  was  half  a  real  and  the  banco  one  real,  and 
tach    aposentQ    6    reals.^      Here    8  maravedis   was    the 
imiount  exacted  from  each  entrance  fee  for  the  benefit  of 
be  city  hospital.'    This  seems  to  have  been  in  addition  to 
jhc  regular  charge  for  entrance.     This  admission  fee  I 
fer to  have  been  16  maravedis  (=4  quartos),  from  the 
etitton  of  Juan  Jeronimo  Valenciano,  an  autor  de  Corne- 
lias, who,  in   1625,  sets   forth  that  the  lessees  of  the 
oiifeo  had  refused  to  advance  him  and  his  company  the 
omary  sum  as  an  ayuda  de  casta,  and  he  therefore 
gs  that  he  be  given  a  license  to  perform  in  Trlana, 
thin  the  walls,  in  such  place  as  he  may  find,  receiving 
[  quartos  from  each  person.* 

In  1 61 7  the  price  of  a  silla  in  the  Coliseo  or  the  Dona 
Ihnra  was  4  quartos,  while  the  banco  remained  at  one  real. 
was  particularly  specified  in  the  leases  of  these  theaters 


in   1(01   thr  entrtnce  was  8  Pfennig,  and  4.  Pfennig  kdditiona]  tor  a 

in  lb«  galtery,  which  it  dciiKoatcd  as  a  preferred  place  in   iSio,     In 

1 1  ifcc  Council  of  Nurnberg  fixed  the  entrance  fee  at  3  Kr,,  besidc»  )  Kr. 

r  a  aeat  in  the  gallery.    In  1611  at  Ulm  only  %  Kr.  ooutd  be  charged,  and 

i4tt  ike  Council  of  Fiankfarl  declared  that  a  «cale  of  prices  must  be 

■S  amide  rhe  ihe»er  door.    Here,  too,  overcbargca  were  frequent,  and 

if^  Sackville  had  to  pay  a  fine  of  20  Florins  for  overchatging.     At 

in  lioS  the  players  were  obliged  to  give  half  their  receipts  for  the 

of  poor  prphani,  the  guardians  of  the  orphans  furnishing  a  person 

mier  door  {q  collect   this  amount."     {Die  Schavipiftrr  dtf  Engli- 

CfmfdioHten,  pp.  xvii-xix.)     Coneemtng  the  tbcaten  in  France,  a 

otdinMoee  of  1609  forbade  actors  charging  more  than  five  loui  to  the 

k  attd  Mn  ts  the  botes  and  galleries.    These'  prices  were  still  itj  vogue 

kaat  i£aOr  ticii  in  i6j4  they  seem  to  have  been  about  nine  or  ten  totu  for 

iir  fit  aad  niadeen  or  twenty  for  the  boxes,,  while  in   1651  it  was  fifteen 

mt  f«r  th«  pit.     (Rigal,  L*  Thfairt  fritn^mt  avant  la  Piri^dt  clatiigue, 

>•   •$«.   ISZ-) 

'  Coarelo  y  Mori,  Controvtrtiat,  p.  634. 
'Saaebet-Arjona,  Analn,  p.  t^. 
'  li)U„  fk  147.  *tbitf„  p.  241. 


ii6 


THE  SPANISH  STAGE 


\ 


that  no  spectator  be  allowed  to  bring  into  the  theater  any 
seat  or  chair;  the  entrance  fee  entitled  to  standing  room 
only.  Admission  to  the  apose»ios,  which  were  numbered, 
was  by  a  numbered  ticket.' 

The  ticket -scalper  or  speculator  is  not  a  creation  of  our 
own  day;  sometimes  he  was  the  lessee  of  the  theater,  for 
we  find  that,  in  1616,  Don  Francisco  Mejia,  lessee  of  the 
Dona  Elvira  in  Seville,  exacted  20,  24,  and  even  32  reals 
for  the  aposentos,  instead  of  6  reals,  and  2  reals  for  each 
siUa  instead  of  24  maravedls.^  In  like  manner,  the  youth 
who  had  charge  of  the  siilas  and  bancos  in  La  Monteria  in 
1633  charged  3  reals  and  even  more,  instead  of  one,  the 
regular  price.*  And  in  1637  Domingo  Hernandez,  who 
hired  the  lower  aposentos  in  the  same  theater,  compelled 
strangers  to  pay  20  and  24  reals,  instead  of  12.* 

There  were  generally  two  outer  doorkeepers  or  cobrs' 
dares;  one  collected  the  money  at  the  principal  entrance 
and  the  other  at  the  entrance  for  women.  Two  collections 
were  made,  one  for  admission  and  a  second  for  the  benefit 
of  the  hospitals,''  besides  the  extra  price  paid  for  a  scat, 
for  this  was  not  included  in  the  entrance  fee. 

Two  alguaciles,  or  peace  officers,  were  also  stationed, 
one  at  each  door,  and  frequently  also  one  in  the  women's 
gallery.  Besides  these  there  were  persons  to  collect  the 
extra  charge  for  the  sillas  and  bancos,  and  others  in  charge 
of  the  apoientos  or  rooms. 

Green  and  dried  fruits,  water,  sweets,  aloja  (a  kind  of 

*  Sanchez- Arjona,  Anaiti,  p.  l^S. 

•  !bid„  p.  178.  '  Ibid,,  p.  38j,  '  Ihid,.  p,  308. 

'There  are  many  refetences  showing  that  two  («i  were  coltected: 
On  March  36,  1^14,  Francisco  Munoz  entered  into  an  obligation  WitH 
Alotiao  de  Herrdia,  autor  dt  tomedxas,  to  collect  at  both  doori  for  hitn 
{pata  tohfar  a  la  puerta  y  treipufrta),  (P^rcz  Pastor,  Nue*ot  0dl«i,  ^• 
143.)  And  Cervantes,  in  the  "Adjurtia  at  Parnato'*  lubjoiaed  tP  hi»  fxt]i 
dtl  ParnasQ  [t6\^),  meDtiona  the  privileges  sent  by  Apollo  to  the  Spiniib 
poets,  and  among  them:  "Item,  that  every  comic  poet  who  has  brought  out 
three  successful  comedias  shall  have  the  entry  of  the  theaters  witbmit  pt^ 
ment,  unless  It  be  the  pittance  for  the  poor  at  the  lecoind  dcwr,  and  trtn 
tliii^  if  need  be,  «hatl  he  estniBcd  him."    ( Edition  of  Madrid,  1784,  p.  14!.) 
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mead),  and  barquillos    (thin  rolled  wafers)    were  sold 
among  the  audience. 

The  audiences  were  often  unjust  and  noisy,  and  always 
hard  to  please.  The  mosqueteros,  or  infantry,  as  the  rough 
and  boisterous  crowd  who  stood  In  the  patio  or  pit,  were 
called,  constituted,  as  TIcknor  says,  the  most  formidable 
and  disorderly  part  of  the  audience,  and  were  especially 
feared  by  both  author  and  actor,  for  upon  their  whims  the 
success  or  failure  of  a  comedia  generally  depended.  Many 
are  the  complaints  made,  by  even  the  greatest  dramatists, 
of  the  injustice  and  turbulence  of  these  spectators. 

Lope  de  Vega  often  alludes  to  the  vulgo,  as  he  calls 
them,  in  a  tone  of  bitter  contempt,  and  Alarcon  shows  his 
utter  dcspisa]  of  the  rabble  by  addressing  them  as  bestla 
fiera  (wild  beasts)  in  the  prologue  to  the  first  volume  of 
his  Comedias  (1628):  "To  you  I  address  myself,  wild 
beasts,  for  to  the  noble  it  is  unnecessary,  for  they  speak 
for  me  better  than  I  myself  could  do.  Here  are  my 
comedias:  treat  them  as  is  your  wont;  not  as  is  just,  but 
as  is  your  pleasure,  for  they  face  you  fearlessly  and  with 
contempt,  and  having  passed  the  ordeal  of  your  whistlings 
they  can  now  readily  pass  that  of  your  lurking-places.  If 
they  displease  you  I  shall  rejoice,  for  it  will  be  a  proof 
that  they  are  good;  if  they  please  you,  however,  then  the 
money  they  have  cost  you  will  be  for  me  a  sufficient  re 
venge  for  this  proof  of  their  worthlessness."  The  theat 
rical  manager  Lorenzo  Hurtado,  in  a  Loa  with  which  he 
began  his  representations  in  Madrid  for  the  second  time 

!•  Scvilir,  in  1610,  %  maravcdis  were  collected  for  the  benefit  of  the  city  at 
iW  MODod  door  of  the  Corral  dt  Dona  Elvira  from  each  person  who  en- 
tered tfid  (hi»  continued  to  be  the  cuitom,  for  wc  read  that  in  t£j3  3 
f artat  (  =t  maravedi*)  were  also  collected  at  the  second  door  of  La 
Utmttfi*  tor  the  same  purpose.  (Sanchez-Arjona,  Anatet  del  Teatro  en 
SemliM,  pp.  Ill,  404.)  In  i£i9  at  ihe  TtaSro  de  la  Oltvera  in  V'aJencta  the 
ytioe  ol  an  apatento  wai  4  rea1»  in  Valencian  money  (  =  j  reals  i%  mara- 
mtia),  which  wai  afterward  incrtawd  to  g  reals  16  maravedU.  The  shnre 
tt  (Im-  pUireti  wai  i  dliiero*  per  person,  and  the  riitrance  6  dincros,  so  that 
dtc  gcnenl  admitsion  wai  14  dincros,  -which  was  paid  at  two  doors,  8  at 
ifc*  &m  aod  6  at  the  second  door.    (Lamarca,  El  Ttatro  de  faUatia,  p.  27.) 
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(1632-34?),  addresses  the  mosqueteros,  "who  already 
have  their  whistles  at  their  lips,"^  and  Roque  de  Figueroaj 
the  friend  of  Lope  de  Vega,  and  one  of  the  most  celebrated 
theatrical  directors  of  his  time,  tries  to  conciliate  his  audi- 
ence in  a  Loa^.  He  speaks  in  turn  to  the  spectators  in  the 
different  parts  of  the  theater :  the  bancos  were  back  of  the 
standing-place  of  the  mosqueteros  in  the  pit,  the  ^radas 
were  the  rising  seats  on  the  sides,  the  aposentos  were 
rooms  whose  windows  extended  around  the  three  sides  of 
the  court-yard  in  different  stories,  the  uppermost  being  the 
desvanes.  These  were  occupied  by  persons  of  both  sexes 
who  could  afford  such  a  luxury,  as  Ticltnor  says,  and  who 
not  unfrequently  thought  it  one  of  so  much  consequence 
that  they  held  it  as  an  heirloom  from  generation  to  genera- 
tion.^ Even  the  court  poet  Calderon  did  not  consider  it 
beneath  him  to  beg  the  indulgence  of  the  mosqueteros.* 
Nor  were  the  women  who  attended  the  theater  any 


'  "A  1p»  illO»qurterot, 

Que  «n  e]  pico  dc  la  kngua 
Tienen  ya  Icra  sitbos  pucMBS." 
(Entrtmeies  de  Quihoaet  de  Benavente,  ed.  RoselT, 
Vol.  t,  Madrid,  187a,  p.  ]1.) 
*He  addreasn  them  as  follows: 


d 


"Sabioa  y  criticos  bancos, 
Gradas  bicn  intensrionadai, 
Pjadoaaa  barandillas, 
Doctos  desvanes  del  alma, 
Aposentos,  que  cat  Ian  do 
Sabeis  suplir  nuestras  faltai; 
Infanteria  espanola, 
Porque  ya  es  cosa  muy  rancia 
£]  llatnaros  mosqueteros." 

{ibid,,  p.  T72.) 

'  Hiitory  of  Sfaniih  Uteraltire,  Vol.  11,  p.  514-    "II  y  en  a  qui  ont  Ifitr 
place  aupres  dii  Theatre,  qu'ils  gardent  de  pere  to  fila  conime  un  May*- 
TAUgo,  qui  nc  St  peui  vendre  ni  engager,  tant  tls  ont  de  passion  pour  eel)- 
{RttatioK   dt    tEilat  et    Gouvernfrntnl   d'Eipagnt    par    Francis   Bcrtaui, 
Cologne,  i66(S,  p.  59.) 

*At  the  end  of   Calderon's  Et  gaian  fantasma    (wrincD   in   t$is  ^ 
earlier},  Catidil,  the  graciotQ,  thus  addreKes  the  motyitettrot : 

"Yo,  qye  pas*  tanjos  suno«. 
No  quiero  de  nadic  ntda. 
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more  (n-derly  or  charitable.  Of  course  I  do  not  refer  here 
to  the  more  respectable  who  occupied  the  boxes  or  apo- 
sentos  and  who  generally  went  masked.^  But  the  motley 
crowd  that  surged  into  the  cazuela  (stewing-pan),  which 
men  were  not  allowed  to  enter,  was  no  less  disorderly 
than  the  "infantry"  of  the  paAo,  so  that  an  alguacil,  or 
peace  officer,  was  always  stationed  in  this  gallery  to  keep 
them  within  bounds.  Here  no  woman  with  any  regard  for 
her  reputation  entered  unmasked.'  Like  the  mosqueteros, 
these  denizens  of  the  jauUt,  or  cage,  as  it  was  also  called, 
pelted  the  actors  with  fruit,  orange-peels,  pepinos  (cucum- 
bers), or  anything  they  found  at  hand,  to  show  their  dis- 
approval, and  generally  came  provided  with  rattles, 
whistles,  or  keys,  which  they  used  unsparingly.'    Roque 

Sino  de  lot  MotquetenM 
£1  perdoa  de  nucMru  fakai^ 
Para  que  con  etto  fin 
DenMM  al  gaUm  fantatma." 

*  Galllen  de  Castro,  Los  mat  Casados  de  Falemcia,  Act  II.  Malone  notes 
that  rcq>cctable  women  also  wore  masks  in  the  English  theaters.  {Hit- 
tarieal  Aceaunt  of  the  English  Stage,  p.  136.)  The  same  custom  prevailed 
in  France:  "Peut-toe  aussi  dans  les  loges  y  avait-il  quelques  femmes  non- 
netei,  mais  trop  curieuses,  cach^  sous  le  masque.  On  sait,  en  effet,  que  let 
dames  ne  sortaient  jamais  sans  masque,  sauf  i  le  laisser  attachi  pris  de 
I'oreille,  li  elles  ne  le  voulaient  pas  porter,  comme  font  de  bonnes  dames 
de  Paris,  qui,  encore  qu'elles  ne  se  masquent  jamais  dans  la  rue,  craignant 
de  s'^chauffer  ou  pour  quelque  autre  sujet,  ont  toujours  le  masque  pendant, 
comme  un  volet  pris  de  la  fenStre,  de  peur  que  I'oa  n'tgnore  leur  noblesse." 
(Rigal,  of.  at.,  p.  313,  note,  quoting  Mmson  des  jeux.  Vol.  I,  p.  457.) 

'  In  the  interlude  De  los  Parecerts  by  Benavente,  one  of  the  diaracters, 
Petrooila,  speaks  of  a  lady  whom  she  had  seen  at  the  entrance  to  the  theater: 
"I  could  not  speak  to  her,"  she  says,  "but  watched  her": 

"Que  tapada  se  entraba  en  la  cazuela." 

{Enlremeses,  ed.  Rosell,  Vol.  II,  p.  31s.) 

*  In  France  ladies  can  hardly  be  said  to  have  visited  the  Hotel  de  Bour- 
gog^  (the  only  regular  theater  in  Paris  for  nearly  thirty  years  from  the 
beginning  of  the  seventeenth  century)  until  Richelieu  l>egan  to  take  an 
active  interest  in  the  theater,  about  1635.  Women  did  go  to  the  theater,  as 
Rigal  says,  "puisqu'il  arrive  k  Bruscambille  de  leur  adresser  la  parole; 
mais  il  ne  le  fait  gain  que  pour  leur  dire  des  obscenity  C'feuent  done 
surtout  des  femmes  perdues."  He  sajrs  further:  "Les  hoonitea  femmes 
n'allaient  point  k  I'Hotel  de  Boorgogne  et  n'y  pouvaient  aller,  effrayies  par 
les  insolents  et  par  ]'immoralit6  des  spectacles;  mais  leur  abstention  mSme 
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de  Figueroa,  in  the  Loa  above  mentioned,  addresses 
them: 

Damas  que  en  aquesa  jaula 

Nos  dats  con  pitos  y  Haves 

Por  la  tarde  albareada, 

A  serviros  he  veitido, 

thus  showing  the  awe  in  which  even  the  most  famous  play- 
ers held  these  mugeTcillas.  Indeed,  Roque's  prayer,  beg- 
ging the  indulgence  of  his  unruly  auditors,  ts  the  best 
evidence  of  the  character  of  this  vulgo,  before  whom  the 
works  of  the  greatest  dramatists  of  Spain  were  represented, 

IBut  despite  the  above  description  of  the  audience  in 
Spanish  theaters,^  let  us  not  Imagine  for  one  moment  that 
these  men  and  women  were  worse  than  we  find  them  else- 
where in  Europe  at  the  public  theaters.  Indeed,  the 
weight  of  the  evidence  here  rather  favors  the  Spaniard,  as 
against  other  European  nations.  The  plays  that  he  saw 
were  cleaner  and  on  a  higher  moral  plane  than  those  which 
were  represented  before  his  contemporaries  elsewhere. 
And  this  in  spite  of  what  we  shall  read  hereafter  concern- 
ing the  immorality  of  the  Spanish  stage.  An  examination 
of  the  Elizabethan  theater,  or  of  the  farces  and  comedies 
in  France  and  Germany  at  this  time,  to  say  nothing  of  Italy, 


^iRit  un  rod  «r  laiaisil  Ic  champ  libre  k  rimnioraliti  comme  aux 
lences."     [Entremtsfs,  ed.  RoseK,  Vo(.  II,  p.  21 4. 1 

^  Suarez  de  Figucroa,  in  his  Piuiagero  (1617),  tayi  of  these  moiqaeuroi: 
"Dios  OS  Ubre  de  la  furia  moaquetrril,  entre  quien  si  no  a^ada  lo  que  m 
rcprcsenta,  no  hay  coaa  segura,  lea  divina  &  piofana.  Puca  la  pFebe  dt 
nr^ro  no  ti  mtDoa  peligriMa,  desde  tu»  bancos  6  gradas,  ni  mttios  butccidi 
de  instrumenros  para  el  estorbo  de  la  comcdia,  y  w  regodeo.  Ay  de  aqueltl 
cuyo  aplauso  nnce  de  carracai,  cencerroa,  gipcbraa,  ^ilbatos,  campanillu, 
capadores,  tablillas  de  San  Lizaro,  y  iobrc  todo  de  voces  y  silvos  ince»able«. 
Todos  estos  geoeros  de  musica  inferna]  resonaron  no  ha  mucho  ea  derta 
farsa,  llef^ando  la  desverguenia  i  pedir  que  saliesa  i  baylar  el  Poeta,  i 
quien  tiamaban  por  lu  nombre"  (fol.  104).  Briitdei  rhc  tn9irument«  here 
mentiooed  by  Suarci  de  Figueroa,  which  (he  tntigo  brought  to  the  tbeatet 
for  the  purpose  of  creating  a  noise  and  disturbance,  Gonzalez  de  Salas 
iDcntioits  the  autradorts :  "Sabida  n»a  e*,  que  las  Flaatai  Pastoridu  cm*' 
tabaa  anciKuamente  de  aquelia  desigusldaid  de  cana^,  que  hot  vernoa  imi- 
lada    en    los   vulgaret    inttrumenioa,    que    la    plebe    Uams    grosseramcate 
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whose  theater  was  the  most  immoral  in  Europe,  will  soon 
convince  one  of  the  truth  of  this  statement.  The  Spaniard 
was  quick  and  vigorous  in  his  disapproval  of  a  play,  and 
be  made  his  dislike  unmistakable,  but  he  doubtless  com- 
pares very  favorably  with  his  contemporaries  in  other 
countries.* 

As  already  observed,  the  success  or  failure  of  a  new 
comedia  generally  hung  upon  the  judgment  of  this  popu- 
lacho  in  the  pit.  If  they  applauded  and  shouted  Fie  tor  I 
it  was  a  good  augury,  and  the  popularity  of  the  play  was 
assured;  if  they  whistled  and  hissed,  the  comedia  was 
doomed.^  Bertaut  relates  the  story  of  an  author  who  went 
to  one  of  these  mosqueteros  and  offered  him  a  hundred 
reals  to  be  favorable  to  his  play,  which  was  about  to  be 
acted.  Eut  he  replied  haughtily  that  he  would  see  whether 
the  piece  was  good  or  not,  and  it  was  hissed.^  Some 
years  later,  in  1679,  Madame  d'Aulnoy  relates  that  the 
chief  arbiter  of  the  fate  of  a  comedia  in  Madrid  was 
a  shoemaker,  '*who  had  acquired  such  absolute  authority 

CAttrudwts.  Dc  esroa  u«a  hoi  tambiirn  cl  vulga  en  loa  Tcatro},  para  affli- 
gif,  conn)  con  lq>  Silvos,  la  no  bi«n  accepts  Rtpreseplacioo."  {Nueva  Idea 
Jf  la  TrageJia  Antigua,  Madrid,  1778,  Vol.  1,  p.  *I0.) 

'  An  idea  of  the  character  of  the  rabble  at  the  Hotel  de  Bourgogne  ii 
furnikhed  by  the  Fantatsies  de  BrutcambilUf  first  printed  in  t6i3.  Bru»- 
cambille,  irritated  by  the  im[>atience  of  the  mob,  which  it  clamoriti^;  for  the 
prriotTQaticr  to  begin,  aayi:  "A-t-On  commence?  C'est  pii  qu'antan.  L'un 
I  taw»«g,  r»wtre  creche,  Tautre  p^e,  I'autre  rit,  I'autre  gratte  son  cul,"  etc, 
^ffcoied  by  KiKal,  «/.  cit.,  p.  3ofi,  who  remarks  conccrniOK  the  audience: 
^^^Ht  eombien  il  ^ait  bruyant,  agit£,  quercllcurl  La  plus  grande  partie  k 
^^^■hrait  an  parterre,  et  Ii,  debout  .  .  .[elle]  constituait  pour  lea,  pi^es  el  pour 
^^|p  actrun  le  moin*  aetentif  et  te  plus  irritable  dea  jiigea."  {Ihid.,  p.  204.) 
"Ill  tie  ceiMUt  de  parler,  de  siffler  et  de  crier,"  etc  {ihid,,  p-  3og),  and 
the  pl*ytr«  run  the  risk  "d'etre  asnommi  &  coupa  de  pommea  cuite*.'* 
(IHJ-)  Of  the  audiences  at  the  HAtel  de  Bourgogne  during  ibe  first  twenty 
•c  dnny  yeart  of  the  seventeenth  century,  Rigal  says  they  were  "en  inajo- 
tmi  naffeulent,  grossier  et  immoral,"    (Ibid.,  p.  315.) 

* fwam  Mabbe,  who  was  in  Madrid  in  161  t-i},  speaks  of  the  "plaudits 
at  iIk  atidhors  in  the  theatera,  crying,  Tttor,  yitar,  .  .  .  Pinedo  or  Fcr> 
■tUUlci,'  white  in  the  intervata  he  watched  the  Spaniards  entertain  the 
^•MMM  (bfy  brought  thither  with  good  wines  cooled  with  stnow  and 
vmttmtmaJ*  [Crlftiina,  tr.  by  Mabbe,  ed.  H,  Warner  Allen,  1909, 
^  IxsTJii.) 

*  ArA«ftr««  it  tBiiat  tt  Couvermtment  d'Ejfagne,  Cologne,  1666,  p.  60. 
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in  these  matters,  that  authors  were  in  the  habit  of  going 
to  him  when  they  had  finished  a  play,  in  order  to  procure 
his  approval ;  they  read  their  pieces  to  him,  and  the  shoe- 
maker, assuming  a  grave  air,  says  a  hundred  impertinences, 
which  they  must  endure.  Finally,  at  the  first  representa- 
tion, all  eyes  intently  watch  every  move  and  gesture  of  this 
low  fellow.  The  younger  men,  whatever  be  their  quality, 
imitate  him;  if  he  yawns,  they  yawn;  if  he  laughs,  they 
laugh.  Finally  he  gets  impatient,  draws  forth  a  little 
whistle,  places  it  to  his  lips,  and  Immediately  the  whole 
house  resounds  with  whistlings.  The  poor  author  is  in 
despair,  and  all  his  pains  are  at  the  mercy  of  the  good  or 
ill  humor  of  this  scoundrel."^ 

Quick  and  unruly  as  the  audiences  were  in  showing  their 
dislike  of  a  play,  they  were  equally  noisy  and  demonstrative 
in  manifesting  their  approval,  which  they  did  by  crying 
Vicior!  Not  Infrequently  dramatic  authors — mostly 
second-rate  ones— condescended,  at  the  end  of  their  plays, 
to  ask  the  audience  for  a  victor.  Lope  de  Vega  never 
stooped  so  low  as  this;  at  all  events,  I  have  not  found  a 
single  instance  in  his  comedias.  His  disciple,  Montalvan, 
however,  often  sinned  in  this  regard,  as  did  also  Moreto, 
and  especially  Francisco  de  Rojas.  It  was  the  custom  of 
all  playwrights— inaugurated,  I  believe,  by  Lope  de  Vega 
—  at  the  conclusion  of  a  comedia,  to  ask  the  auditors,  who 
were  generally  addressed  as  "El  ilustre  Senado,"  to  pardon 
the  faults  of  the  play.  But  these  later  dramatists  often 
exercised  considerable  ingenuity  in  Introducing  the  prayer 
for  a  victor.  At  the  conclusion  of  Montalvan's  CumpUr 
con  su  Obligacion,  Mendoza  says : 

To  me  then  it  falls  to  say  it: 
Fulfil  ye  your  obligation, 
And  you  all  will  have  fulfilled  it, 
If,  as  courteous  as  you  are, 
You  a  victor  in  the  bargain 
^Rfiation  du  P'eyage  ^Eipagnr,  La  Haye,  1693,  Part  III,  p.  ii. 
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Give,  even  if  not  for  the  Poet, 
For  the  wish  he  has  to  serve  you.^ 

And  Moreto  ends  his  celebrated  comedia  El  Desden  con  el 
Desden  with  the  words : 

And  with  this  and  with  a  victor, 
Which  most  courteously  and  humbly 
The  Wit  begs,  here  the  comedia 
Scorn  repaid  with  Scorn  condudeth.' 

Rojas,  in  his  El  mas  impropio  Verdugo  por  la  mas  justa 
Venganza,  even  carries  his  obligation  for  a  victor  beyond 
the  grave: 

If  you  should  at  tip  of  tongue 

Or  at  hand  applause  have  ready 

Or  victor  or  other  money, 

^MendoKa:  "A  mi  me  toca  el  decirlo: 

Cumflir  con  su  Ohligacion, 
Y  todos  Im  havreit  cumplido, 
Si  oamo  tan  Cortetanoa 
Not  daii  de  barato  un  vitor, 
Ya  que  no. por  el  Poeta, 
Por  el  gutto  de  serviroe." 
So  in  Ltf  mm$  constante  Mugtr: 

"Decid  victor  al  deseo 
De  quien  vuestro  eKlavo  ea." 

*  "Y  con  esto,  y  con  un  vitor 
que  pide  humilde,  y  cortii 
el  Ingenio,  aqui  te  acaba 
El  Desden  con  el  Desden." 

In  his  oomedia  Fingir  y  Amar  he  aik«  for  a  nntor  "if  there  be  any  at  hand": 

"Un  vitor  si  le  hay  a  mano." 
And  in  L»  Confusion  de  un  Jardin  he  asks  for  it  as  a  charity: 

"Dadle  un  vitor  de  limosna." 
In  kit  El  Parecido  en  la  Corte  the  actors  call  for  a  victor  for  him: 
"Tacon:  Y  con  esto  y  con  un  vitor 
Todos:  Para  Moreto  aqui  tiene 
fin  dichoio  el  Pareddo!' 

^<lie  close  of  the  comedia  Lo  que  son  Mugeres,  Rojas  asks  for  a  victor 
'^uie  the  play  contains  neither  a  death  nor  a  marriage: 
"Y  don  Francisco  de  Rojas 
Un  vitor  s61o  pretende 
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In  this  life  and  in  the  other 
The  poet  will  pay  you  for  Jt.*^ 


Many  more  examples  might  be  cited,  but  we  will  conclude 
with  this  one  by  Sol  is,  who,  in  his  Ei  Doctor  Carlino, 
stoops  to  the  groundlings,  asking  for  a  victor  to  bury  his 
comedia : 

Here  expireth  the  Comedia; 

If  aught  of  success  it  merit, 

Give,  to  bury  it,  a  victor. 

You,  senores  mosqueteros.* 


4 


We  have  seen  the  efforts  that  were  made  by  the  players 
to  conciliate  their  audiences;  these  examples  show  quite 
conclusively  that  the  playwrights  feared  them  no  less. 

There  were,  quite  naturally,  in  Spain,  in  these  early 
days,  not  a  few  persons  (and  they  have  not  decreased  in 
our  own  time)  who  thought  they  were  entitled  to  enter 
the  theater  without  paying.  As  Ticknor  says,  it  was 
deemed  a  distinction  to  have  free  access  to  the  theater,  and 
persons  who  cared  little  about  the  price  of  a  ticket  strug- 
gled hard  to  obtain  it.^  But  it  is  safe  to  say  that  to  the 
vast  majority  of  those  who  tried  to  enter  without  paying, 
the  gate-money  was  a  matter  of  capital  importance. 
These  persons  seem  to  have  existed  nowhere  in  such  large 

Porque  rscribid  cna  comedia 
SJo  caiamiento  y  «in  muerte." 

Sin  Homra  no  hay  Am'utad  concludes  wltb: 

"Dad  un  vitor  At  piedad 
AI  qu*  escribtd  ta  conifdia." 

*"Si  hubiere  quien  teoga  a  lengua, 
CoiBO  i.  maoo  algun  aplauxi, 
Ud  vitor  u  otra  moneda, 
Ed  nta  y  «n  Mra  vida 
Se  lo  pagari  «l  pocta." 

'"Y  aqui  vspird  la  Comcdli; 
Si  tuviere  algun  acicno^ 
D^a  para  «merrarla  un  vitor 
Loa  senoret  ntoAqueteitw." 

'  ffitt*ry  of  Sfmitk  Lilfraiitrt,  Vol.  II,  p.  535. 
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numbers  as  in  Seville,  where  the  populacho  easily  bore  o£E 
the  palm  for  ruffianism,*  a  distinction  which,  I  am  told, 
that  city  has  maintained  to  the  present  day.  As  a  conse> 
quence,  brawls  and  stabbing  affrays  at  the  doors  of  the 
theaters  were  of  frequent  occurrence. 

In  1 61 5  Pedro  Martinez  de  Asensio,  to  whom  the  city 
of  Seville  had  fanned  out  for  4000  reals  annually  the 
charge  of  8  maravedis  which  inured  to  the  city  from  each 
person  entering  the  corraUs,  complained  of  the  many  per- 
sons who  entered  the  Dona  Elvira  without  paying,  and 
requested  that  those  who  enter  by  force  be  seized  and 
taken  to  the  prison  of  thb  Real  Audiencia.^  In  1628  Luis 
Candado,  a  well-known  actor,  was  taking  the  money  at  the 
door  of  La  Monteria  when  one  Juan  de  Heredia  at- 
tempted to  enter  without  paying.  It  was  charged  that 
Heredia  to<^  Candado's  sword  from  him  and  threatened 
him  with  it,  though  no  harm  was  done,  as  others  inter- 
fered. Heredia  tried  to  exculpate  himself  by  declaring 
that  Candado  had  stooped  to  collect  some  coppers  which 
he  had  let  fall,  whereupon  his  (Candado's)  sword  was 
pushed  out  from  his  belt,  which  sword  Heredia  grasped, 
so  that  the  owner  of  it  might  not  injure  himself.  Heredia 
was  fined  1 2  reals,  "as  an  alms  for  some  pious  work,  and 
notified  that  henceforth  he  should  pay  at  the  door  of  the 
theater."'  The  spectacle  of  a  hidalgo  with  a  sword,  gath- 
ering coppers,  is  certainly  ludicrous. 

By  1632  the  number  of  persons  who  entered  the  Coliseo 
without  paying  was  so  great  that  not  enough  money  was 
taken  at  the  door  to  defray  the  expenses  of  the  company.^ 

*  Their  reputmtion  for  nerer  paying  the  entrance  money  when  they  could 
posubly  avoid  it  bad  reached  every  quarter  of  Spain.  In  the  Loa  to  Turia'i 
L«  Fe  pagoda,  printed  in  Valencia  in  1(16,  we  read: 

"Quien  paga,  y  quien  por  honrado 
a  lo  de  Sevilla  se  entra." 

*  Sanchez-Arjona,  Anatet,  p.  164. 
'Ibid.,  p.  260. 

'Ibid.,  p.  381.    In  a  Bayle  de  Xdcara  published  about  forty  years  after 
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In  the  following  year,  on  January  5,  a  bloody  affray  took 
place  at  the  door  of  La  Monteria,  when  five  or  six  young 
men  in  the  dress  of  students  forced  their  way  through  the 
first  door  and  were  met  at  the  second  by  the  alguacil  with 
his  "rod  of  justice,"  who  declared  that  "on  former  occa- 
sions he  had  entreated  them  to  pay  on  the  day  of  a  new 
comedia,  since  they  did  not  pay  on  the  other  days."  The 
ruffians  withdrew,  and  arming  themselves  with  swords,  re- 
turned and  attacked  the  alguacil,  wounding  him.' 

In  Madrid  these  brawls  and  stabbings  at  the  theater 
doors  seem  to  have  been  less  frequent,  though  this  may  be 
due  to  the  lack  of  exact  information.  That  "deadheads" 
were  equally  plentiful,  however,  we  may  be  quite  sure. 
They  stood  around  the  doors  of  the  theaters  in  the  rain, 
drenched  through,  waiting  for  a  chance  to  slip  in  without 
paying.'' 

Of  the  turbulent  character  of  these  audiences  and  of 

thi>,  we  rend  that  "on\j  the  mosqutttrot,  those  who  whistled  down  the  co- 
mediaB,  paid  their  money''': 

"Ed  la  comedia  solo  los  mosqueteros 
\m  que  siluan  lo  pagan  con  su  dinero." 

[Mig/tfot  dtl  Ingenh,  Zaragoza  (no  date),  p.  ja) 

And  those  who  entered  the  theater  gratis  were  the  first  to  whittle: 

"Acabertios  el  haytc 
no  nos  le  paguen 
COB  algun  «ilvo  fiero, 
que  entre  de  balde." 
{Bayle  de  la  Entrada  de  la  Comedia,  by  Pedro  Fruiciaco  Lanim, 

ibid.,  p.  iS.) 

^  Sancfaez-Arjona,  Anatcs,  p,  2%i.  See  also  pp.  30^  and  j2j.  Tlie  Utter 
case  happened  Jn  June  4,  1638.  Besides  the  public  representation*  of  the 
autos  which  were  given,  they  were  also  perfonned  this  year  in  La  Mente- 
ria.  A  waterman  of  Trtana,  when  requested  by  the  doorkeeper  to  pay, 
said  that  he  never  paid,  and  drawing  a  sword,  waunded  the  alguadt  who 
was  standing:  at  the  door.  On  the  following  day  a  similar  affray  took 
place  at  the  same  theater,  when  the  aggressor,  "who  was  certainly  ■ 
Creole,"  in  the  words  of  the  doorkeeper,  "was  one  of  those  who  did  not 
pay,  nor  was  he  accustomed  to  do  so."    (Ibid.,  p.  la*.) 

^  In  the  Jdcara  sung  by  the  company  of  Onegda  in  Madrid,  in  16]$, 
LeoDor  siogt: 

"En  el  corral  de  comediai 
Lloviendo  d  la  puerta  eftin 
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their  ruffianly  behavior  within  the  theater  there  is  other 
and  annplc  testimony.  On  the  afternoon  of  November  10, 
1639,  in  the  theater  Li?  Monteria  in  Seville,  a  comedia  was 
performed,  and  after  the  bayle  or  dance  at  the  end  of  the 
first  act  had  been  executed  by  Jactnta  Herbias,  one  Don 
Pedro  de  Montalbo,  a  spectator  who  was  studying  for  the 
priesthood  {clerigo  y  estudiante),  cried  oyt ;  "Bravo, 
I  Jactnta  !"  to  which  Antonia  Infante  (who  was  playing  the 
first  part  to  Jacinta's  second)  called  from  the  stage: 
.  "Bravo  indeed,  and  welcome,  for  she  deserves  it,"  And 
(  as  some  of  those  who  were  shouting  exclaimed,  "Bravo, 
Jacinta,  and  down  with  Antonia!"  one  Don  Lope  de 
Eslava.  arose  and  cried  out,  "Bravo,  Antonia,  and  down 
with  Jiicintal  and  whoever  says  otherwise  lies,  like  a 
cuckold/'  Whereupon  Don  Pedro  shouted,  "You  lict" 
On  hearing  which,  Don  Lope,  blind  with  rage,  drew  his 
sword,  and  rushing  upon  Don  Pedro,  mortally  wounded 
him.  "l^ct  those  were  not  wanting  who  asserted  that  an 
old  feud  had  existed  between  Don  Pedro  and  Don  Lope, 
because  the  former  had  accused  Doria  Ana  de  Espinosa 
[also  an  actress  and  wife  of  the  actor  Juan  Roman]  of 
living  with  Don  Lope."* 

Another  instance  occurred  in  1641.  The  students  of 
the  college  of  Maese  Rodrigo  had  been  celebrating  the 
festival  of  the  "Boy  Bishop"  (Qbispillo),*  and  after  creat- 
ing a  great  tumult  and  scandal  at  the  college  gate,  they 
sallied  forth  upon  the  streets  with  "prohibited  weapons," 
knocking  down  everybody  they  met  on  their  way.  In  the 
afternoon  they  went  to  the  Corral  de  la  Monteria,  and 


Mahada«  y  mii  mohadas, 
For  colane  sin  pagar." 
{Entfimtits  Je  Bena*eitte,  ed.  RokH,  Vol.  t,  p.  44  j) 

*  S«Bcli<n'Arjona,  Analtt,  p.  304.. 

***La  laita  )lajn«d<i  del  ObUpillo"  h  a»  old  a«  the  fourteenth  cepiury. 
(Bj^Mmm  tagrada,  Tomo  4$,  trai.  8E,  cap.  ii,  p.  18,  ed.  of  Madrid,  1832. 
Stujirn,  p.  $79.)     S«e  ado,  for  the  feitival  of  the  "Boy  Bishop," 
tti>.  The  Mfdieval  Stage,  Vol.  I,  pp.  ii6~iji. 
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entering  the  apostntos,  they  caused  the  performance,  which 
had  already  commenced,  to  be  begun  again.  Not  content 
with  this,  they  started  a  fight  on  coming  out,  in  which 
several  persons  were  wounded.^  Again,  on  Sunday, 
January  25,  1643,  the  comedia  San  Cristobal  was  an- 
nounced by  posters  to  be  played  in  the  Corral  de  \a 
Monteria,  but  the  Inquisition  had  forbidden  its  perform- 
ance until  certain  passages  were  expunged.  The  autor 
(director)  came  on  the  stage  and  announced  this  fact  and 
offered  to  substitute  another  comedia.  "The  low  and 
common  people  {la  gente  baja  y  popular),  who  had  come 
because  it  was  a  feast-day  and  they  were  not  working,  and 
having  congregated  in  great  numbers  because  there  were 
apariencias—A  matter  which  the  common  people  and  the 
women  enjoy  more  than  the  artistry,  verses,  and  plot  of  the 
comedia — became  turbulent  and  unruly  because  they 
wanted  no  other  comedia  than  San  Cristobal,  which  they 
shouted  amidst  great  tumult,  and  as  this  could  not  be 
represented  without  incurring  the  penalty  of  excommunica- 
tion, they  began  to  break  benches  and  chairs,  shattering 
them  and  destroying  the  curtains  (celosias)  of  the  apO' 
setttos  and  the  whole  theater,  as  well  as  the  costumes  of  the 
players  which  they  found  in  the  green-room  {vgstua- 
rio)"^  The  company  acting  in  La  Monteria  at  this 
time  was  probably  that  of  Manuel  Alvarez  Vallcjo.  And 
in  1645,  while  the  company  of  Luis  Lopez  was  repre- 
senting in  La  Monteria,  "there  was  another  one  of  those 
scandals  which  were  so  frequent  there.  It  appears  thit 
from  the  cazuela,  where  the  women  sit,  somebody  threw 
some  lemon-peels  {cascaras  de  limon)  ^  which,  falling  upon 
the  head  of  a  man  standing  in  the  patio,  he  shouted:  The 

devil  take  the -.    Why  don't  you  look  where  you  art 

throwing?'    Whereupon  a  man  who  was  close  by  replied: 


'Why  don't  the  cuckold  look  to  what  he  says?'  and  at  tht 


^  SaDchez-Arjona,  AnaUs,  p.  349 
'  Ibiil.,  p.  3*5. 
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same  time  dealt  him  a  blow.  At  this  the  other  drew  s 
pistol,  the  discharge  of  which  caused  a  great  scandal.'*' 

We  have  seen  that  from  their  very  beginning  the  Span- 
ish theaters  had  set  aside  a  place  exclusively  for  women. 
This  gallery,  called  the  cazuela  (stewpan),  jaula  de  las 
mugeres,  or  corredor  de  las  mugeres,  had  a  separate  en- 
trance and  was  provided  with  a  doorkeeper,  so  that  it 
might  be  wholly  apart  froni  the  portion  occupied  by  the 
men.* 

Despite  this  arrangement  of  the  theaters  and  the  fact 
that  an  alguacil  was  always  stationed  at  the  women's  en- 
trance, the  attempt  to  separate  the  men  from  the  women 
was  not  always  successful.  In  1627  complaint  was  made 
in  Seville  "that  the  women  occupied  seats  in  the  first  and 
second  rows  of  the  s'tUas  and  buncos  among  the  men,  and 
likewise  in  other  parts  of  the  theater,  from  which  great 
scandal  results,"  etc.^  And  in  165 1,  in  view  of  the  con- 
tinued disturbances  in  La  Alonierta,  occasioned  by  permit- 
ting men  and  boys  to  enter  the  cazuela  of  the  women, 
"against  the  expressed  mandate,"  the  lessee,  one  Juan 
de  Bartanes,  was  notified  to  place  at  the  entrance  door, 

'  IHJ.,  p.  S7+. 

*T1»c  Hme  precaution*  for  leparating  men  from  women  io  the  public 
tktMten  were  obtcrTcd  in  the  Spanish  colonies  in  South  America.  On 
A|Mil  17,  itfjo,  MP  «d!ct  of  the  Viceroy  of  Peru,  the  Count  of  Chinchon, 
prarided  that  men  thould  not  enter  the  apottnmt  of  the  nomea  in  the 
Ctr*^  d*  lot  Cornelias  of  Lima;  commanding  that  the  >aid  apottntot  be 
■cpsnie,  and  that  ma  entrance!  be  constructed,  one  far  men  and  the  other 
for  wflown,  and  imposinf;  a  penalty  on  all  men  who  should  be  found  in  the 
(Bllrrir*  mod  apoirntot  re«enred  for  women.  It  a1«o  provided  that  all  fep- 
ce9*e  before  the  bell  for  evening  prayer*  {oracion],  wndcr  the 
iWe»  provided  therefor.  At  thi*  time  Antonio  de  Santoyo  and  his  c«ni- 
f,  L9i  Cvnformej.  were  playing  si  the  theater  in  Lima.  (P^rez  Pastor, 
Mm*v*t  D*Ui,  p.  ai9.)  Even  in  the  churches  of  Madrid  separate  entrance! 
jti  were  pretcribed  for  men  and  nometi.  James  Mabhe  (1611-13) 
*%•■•  daly  shodced  at  the  younj;  men,  who  gathered  about  the  church  door 
thf  women  comin);  from  their  devotions,  'an  ill  custome,  that  lA 
o»ed  it)  many  great  Cities,  ,  ,  ,  especially  in  Madrid,  where  to 
ibii  Church^courting,  the  men  are  to  goe  in  and  out  at  one  doore, 
tiae  women  at  another,'"  (Cehttina.  iranslated  by  Jamea  Mabbe, 
I  bjr  B.  Warner  Allen,  London,  1909,  p.  Ixxviii.) 
-Arjona,  Aitala,  p.  ijs- 
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"where  the  said  women  enter,  new  doorkeepers  (cobrO' 
dores)  and  satisfactory  ones,  so  that  in  no  circumstances 
men  or  boys  be  allowed  to  enter,  under  a  penalty  of  50 
ducats,  .  .  .  and  that  the  person  In  charge  of  the  keys  of 
the  said  cazuelas  be  notified  not  to  permit  any  man  or  boy 
to  enter,  and  he  shall  lock  the  door  as  soon  as  the  comcdia 
begins  and  not  open  it  again  until  it  be  concluded,  nor 
permit  any  one  to  be  on  the  staircases,"  '  etc.  All  of  which 
did  not  keep  Bernardo  de  Soto  out  of  the  "stewpan,"  for 
we  read  that  on  April  7,  1654,  he,  the  said  Bernardo, 
"ascended  to  the  cazuela  of  the  women  in  La  Monteria, 
and  getting  under  the  seats,  he  began  to  raise  the  petti- 
coats and  touch  the  legs  of  those  who  were  looking  at  the 
play,  by  which  grsat  scandal  was  occasioned;  and  the 
culprit  was  seized  and  sentenced  to  be  banished  from  the 
city  and  ten  leagues  therefrom,  for  the  term  of  two  years, 
any  infringement  of  this  sentence  to  be  expiated  in  one  of 
the  fortresses  of  Africa."* 

While  more  or  less  force  was  sometimes  used  to  enter 
the  theaters  without  paying,  peace,  here  as  elsewhere,  also 
had  its  victories,  and  other  means  were  resorted  to  for 
viewing  the  comedia  without  the  aid  of  reals  and  mara- 
vedis.  As  the  Spanish  theaters  were  open  to  the  sky,  peo- 
ple sometimes  gathered  on  the  surrounding  housetops  and 
looked  at  the  performance.  Complaint  was  made  in  tbi» 
regard,  in  i6l2,  concerning  the  Coliseo  In  Seville,  "which 
being  uncovered,  the  neighbors  ascended  the  roofs  to  view 
the  representations,  occasioning  considerable  loss  and 
noise. "^ 

Theatrical  performances  in  Spain,  as  we  have  said 
above,  were  at  first  limited  to  Sundays  and  feast-days,  but 
with  the  growing  demand  for  these  spectacles  representa- 
tions were  authorized  during  the  week,  on  Tuesdays  and 
Thursdays,  and  sometimes  they  continued  for  fifteen  or 

*  SaDchex-Arjona,  Analet,  p.  ]9S< 
*Ibid.,  p.  408.  'Ibid.,  p.  isa. 


I 

I 
\ 

I 

I 

I 

I 


GANASSA^ 

twenty  days  before  Shrovetide.  On  Ash  Wednesday  the 
theaters  were  closed  till  Easter.  But  gradually  the  time 
during  which  representations  might  be  given  was  extended, 
though  all  theaters  were  closed  during  Lent.  It  seems, 
however,  that  even  In  very  early  times  performances  were 
given  on  other  than  the  prescribed  days,  for  the  Italian 
Ganassa,  who  visited  Seville  with  his  company  in  1575, 
"having  given,  in  the  month  of  June,  some  performances 
in  the  ancient  Corral  de  Don  Juan,  so  great  was  the  num- 
t>er  of  spectators,  especially  of  the  common  people,  that 
the  city  was  petitioned  to  refuse  a  permit  for  these  repre- 
sentations on  account  of  the  prejudice  that  resulted  from 
the  fact  that  workingmen,  in  their  eagerness  to  run  after 
thi»  novelty,  abandoned  their  employments;  besides,  the 
great  scarcity  which  prevailed  in  Seville  did  not  admit  of 
such  extraordinary  expenditures."  '  We  learn  that  in  1 580 
Ganassa  obtained  a  license  to  perform  two  days  in  the 
wee-k,  in  addition  to  the  feast-days,  while  Pedro  de  Saldafia 
and  Jeronimo  Velazquez  were  permitted  to  represent  only 
on  feast-days.^  But  that  theatrical  performances  were  not 
long  confined  to  these  days  we  now  have  abundant 
nteans  of  proving,^  and  in  1595  we  find  that  the  com- 
panies of  Alonso  de  Cisneros  and  Caspar  de  Porres  were 
to  represent  in  Madrid  from  Lunes  de  Quasimodo  (the 
day  following  the  first  Sunday  after  Easter)  till  Corpus 
Christi,*  while  in  1605  Baltasar  Pinedo  agreed  to  give 
sixty  performances  In  four  months.*  In  1639  Antonio  de 
Rueda  agreed  to  give  ninety  performances  on  successive 
dayt,  except  Saturdays,  unless  they  be  feast-days,  in  the 
Corral  de  la  Monteria  at  Seville,'  but  doubtless  daily 
representations  (except  on  Saturday)  had  been  given  in 
die  theaters  Eong  before  this  time. 

In  general,  no  public  representations  took  place  on  Sat- 


'  IHJ^  p.  49.  '  tiiJ.,  p.  $1.  '  Sec  Appendix  A. 

'  P*r«  Pattor,  Nurvof  DaUt,  p.  40. 
*l^tJ.,  p.  t9>  *tbid.,p,%tj. 
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urday,  but  as  early  as  1593  there  is  recorded  an  agreetnent 
by  Gabriel  Nunez,  autor  de  comedias,  to  go  to  Nava  del 
Carnero  by  Sunday,  August  I,  "with  the  persons  and  bag- 
gage (ha to)  that  may  be  necessary  to  represent,  on  the 
eve  of  the  said  Sunday,  a  comedia  entitled  Los  Cotn^ndo' 
dores  [by  Lope  de  Vega],  with  its  music  and  entremeses, 
and  on  the  said  Sunday  another  comedia  a  lo  divino  in  the 
morning  and  one  d  lo  humano  in  the  afternoon,  the  latter 
to  be  Los  Enredos  de  Benetillo  [perhaps  Los  Enredos  de 
Benito  of  Lope],  or  any  other  that  may  be  demanded,  with 
its  musfc  de  biola  y  ^uitarras."  ^ 

Representations  were,  of  course,  always  given  on  Sun- 
day. This  day  was  much  favored  by  both  actors  and 
autores,  on  account  of  the  great  crowd  it  drew,  for  which 
reason  the  comedias  were  always  performed  with  greater 
savor.' 

Besides  the  performances  in  the  theaters  of  Madrid,  the 
town  council  or  ayuntamiento  authorised  public  repre- 
sentations (romedias  publicas)  from  time  to  time  in  the 
squares  of  the  city,  for  which  no  fee  was  charged.  In 
1580  the  Council  of  Madrid  agreed  to  pay  300  ducats  to 
each  of  the  antores  who  were  to  represent  comedias  in  the 
Plaza  de  San  Salvador  in  honor  of  the  safe  delivery  {alum' 
bramtento)  of  the  Queen,^  and  in  1620,  on  the  occasion 
of  the  beatification  of  San  Isidro,  the  patron  satnt  of 
Madrid,  the  town  council  resolved  to  have  comedias  repre- 
sented on  the  streets,  ordered  five  stages  to  be  erected  for 
that  purpose,  and  engaged  five  companies  to  give  the  per- 

'Pifei  Pastor,  NaetiOf  Datot,  pp.  36,  17. 

*'Nt>sotro9  desjeainoa  loi  domingM, 
Porque  en  domingo  viene  mucha  gente, 
Y  liempre  las  comedias  en  dotningo 
Representamas  todos  con  mas  gusto." 

{t'iage  enlreUnido,  Madrid,  ifoj,  p.  fJS-) 

Id  Enfcknd  pla^s  on  Sunday  were  forbidden  by  James  I.  10  May,   ttai- 
{Collier,  Shaktsptart,  Vol.  I,  p.  167.) 
'P^rei  Fittdr,  Nutvos  Datot,  p.  la. 


I 


THEATRICAL  POSTERS  133 

formances.*  In  Seville,  in  1630,  on  the  eve  of  the  festi- 
val of  the  Conception  of  our  Lady,  public  comedias  and 
bayles  were  given  by  the  companies  of  Jose  de  Salazar 
and  Pedro  de  Ortegon,*  and  in  1631  the  company  of 
Damian  Arias  gave  a  public  comedia  in  Seville,  "paid  for 
by  the  city,"  at  the  festival  of  Shrovetide.  Each  of  these 
companies  received  850  reals,  which  was  the  customary 
amount  paid  for  a  public  comedia.^ 

The  theaters  were  usually  opened  in  September,  and,  in 
the  absence  of  contagious  diseases,  continued  (excepting 
the  period  of  Lent)  until  about  the  middle  of  June.  For 
example,  on  June  20,  1632,  the  Corral  de  la  Monteria  was 
closed  on  account  of  the  heat  {pot  el  calor)  *  and  in  1 637 
all  representations  in  the  corrales  of  Seville  were  for- 
bidden, as  the  pest  was  then  prevalent.* 

The  custom  of  issuing  posters  to  announce  the  perform- 
ance of  a  comedia  was  in  early  use  in  Spain,  as  we  have 
seen.  The  distinction  of  first  introducing  them  is  generally 
awarded  to  Cosme  de  Ovledo  of  Granada,  a  well-known 
auior  de  comedias,^  of  whom  we  read  as  early  as  1 561, 
when  he  received  seventy  ducats  for  two  cars  which  he 
brought  out  at  the  Corpus  festival  at  Seville.  A  poster 
announcing  a  representation  by  the  companies  of  Vallejo 
and  Acacio  on  June  5,  1619,  is  still  preserved  in  the 
Archivo  del  Ayuntamiento  of  Seville : 

S>allefo  1 0ca?u» 

RPSS.**"  01  MFERCOLES  SUS  FAMOSAS  FIESTAS 
EN  DONA  EL  VIRA  A  LAS  DOS- 

*^  Acuerdo  de  la  ViTIa  de  Madrid  de  6  Mayo  i6ao.  "Acord6se  que  para 
tmt  ficMa*  de  S.  Itidro  haya  comedias  por  lat  caltn  un  dia  de  la  octava  y 
^fm  K  hmgma  e'laeo  rabtados  'para  que  repretenTen  cinco  autom  y  le  traN 
KSB  dc  fuera  loa  que  faltaren'  y  que  de»pues  sirvan  dichm  iabJado»  para 
In  daBaAH**  (Pirtt  Paitor,  ButL  Hiipaniqut  (1907),  p.  3S4:  Rcnnert, 
iJft  •f  L*p*  dt  f'fga,  p.  »77,) 

*S*Qel»e«-Atjona,  /tnalft.  p.  169. 

*IHd..p.i7t.  *lbiJ..  p.  3it.  'lhU..p.iai. 

'"CoaoK  de  Oviedo,  aquel  autor  de  Granada  tao  conocido,  que  fue  et 
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^iilbout  half  a  yard  long  and  a  foot  wide,  the  upper  line 
^  Got^^  characters,  and  done  by  hand,  as  most  or  all 
MMfeM$  were,  down  to  a  much  later  time.  This  poster  was 
Mtip  at  the  corner  of  the  Borceguineria,  where  such  an- 
iWWQiiii  lit"  were  generally  iixed,  and  a  similar  one  at  the 

Ph)-s  seem,  however,  to  have  been  announced  by  public 
^tv  Kvcn  as  late  as  1638,  In  which  year  Inigo  de  Loaysa, 
« T»di-known  actor,  was  murdered  in  the  streets  of  Valencia 
wki^  announcing  the  play  for  the  following  day.*  And  in 
l^jH)  we  find  Agustin  Romero,  of  the  company  of  Fran- 
cisco Velez  de  Guevara,  combining  with  his  duties  as 
pcompter  those  of  posting  placards,  being  engaged  "para 
apMntar  y  hacer  carteles."" 

The  most  exclusive  and  costly  seats  In  the  Spanish  thea- 

■tilifr-  que  pusa  cartclcs."  (Rojas,  Fiage  eniretenido,  ed.  1603,  p.  iji; 
^ndlM-Arjona,  Analts,  p.  zfi.) 

*lkiJ.,  p.  aoo-  Sr,  Paz  y  MeJia,  Catdlogo,  No.  2034,  speaking  of  the  MS- 
(qoirttja  Lo)  Mdrtiref  del  Japon,  a  copy  made  in  Lisbon  in  tSj?,  »iyi; 
•Oootieoe  dos  /ragmentos  de  ios  carteles  que  antiguoniente  serrian  pan 
iBiiociar  las  reprcsentaciones  teacrales,  anilogos  a1  tfuc  <ie  coRservt  en  et 
Afchivo  municipal  de  St^'ilta. '  This  reference  is  evidently  to  ihe  po«ier 
^it  mentioned  above.  It  ii  a  great  disappoiatmeot  to  learn  that  the  two 
ftmgmtnios  mentioned  by  Sr.  Paz,  which  are  bound  in  with  the  play,  are 
Mfit  of  two  iheets  of  rough  paper,  upon  one  of  which  is  ivritten  in  red  idle: 

REpTA  Paz 

while  the  other  merely  contains  the  word:  Pxm  .  .  .. 

■  "Ifitgo  de  Loaysa,  de  quien  se  dice  que  habiendo  salido  en  Valencia  k 
©freccr  anuncio  para  el  dia  siguiente,  .  .  .  Ic  dieron  un  tajo  en  U  garEanta. 
(If  que  inuri6  degollado."  (Sanchez'Arjona,  p,  32J.)  There  may  be  some 
confusion  here  with  the  actor  Ifiigo  de  Velasetn  who  was  murdered  in 
Valencia,  December  i,  1643.  {Comfdias  de  Caldtnn,  ed.  HartWDbuxh, 
Vol.  IV.  p.  7i«  ) 

*  \'uf*oi  Datot,  p.  308.  These  play-bills  or  placards  merely  announced 
the  names  of  the  plays  and  the  companies  by  which  they  were  lo  be  per- 
fftrrried,  and  apparently  did  not  contain  a  li*t  of  the  charactersi,  or  the 
ntmes  of  the  actors  by  whom  they  were  represented.  The  same  custvra 
obtained  '"  England-  While  Spanish  placards  or  posters,  however,  wet* 
done  by  hand,  the  "billes  for  players"  in  London  were  printed  at  least  as 
tarly  as  1587.  "They  were  set  up  upon  posts  some  certaine  da)*»  befort, 
(0  adtnonish  the  people  to  make  resort  to  their  theaters,  that  they  may 
ikcrcby  be  the  better  furnished,  and  the  people  prepared  to  fill  their  purses 
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tcrs  were  the  aposentos^  (stalls  or  boxes),  which  were 
occupied  by  the  nobility  and  the  rich.  They  were  fre- 
quently rented  by  the  year,  the  price  varying  from  100  to 
150  ducats  (a  ducat  =11  reals)  annually.  Every  one 
who  made  any  pretension  to  being  "upper-crust,"  we  may 
be  sure,  had  his  aposento,  just  as  nowadays  such  persons 
have  their  box  at  the  opera.  Among  the  distinguished 
personages  occupying  these  favored  places  in  Madrid  in 
1639  was  the  Florentine  ambassador,  who  paid  100 
ducats  each  for  a  yearly  aposento  in  the  Corral  del  Prin- 
cipe and  the  Cruz.^ 

The  "ayuntamiento"  or  town  council  of  the  cities  also 
generally  possessed  an  aposento  at  the  theater.  In  Madrid 
the  "ayuntamiento"  had  one  in  each  of  the  two  theaters, 
for  which  300  ducats  were  paid  yearly.'  Doubtless  in 
most  cities  this  was  an  "aposento  grande  con  mayor 
adomo  y  autoridad  que  los  demas  aposentos  que  hay  en 
la  casa,"  as  was  the  case  in  Valladolid  in  1614.*  Here 
those  august  dignitaries,  the  "Regidores,"  sat,  who  in 
those  not  over-scrupulous  days  guarded  the  destinies  of 
the  stage. 

This  privilege  of  the  "Regidores"  seems  to  have  been 
abused  by  their  sons,  for  on  August  20,  1614,  the  town 
council  of  Madrid  forbade  the  doorkeepers  to  allow  any- 
body to  enter  the  aposentos  of  these  dignitaries  in  order  to 
avoid  the  disorder  caused  by  the  fact  that  their  sons 
used  to  visit  these  boxes  and  bring  their  friends,  and 
because  other  persons  also  occupied  them  who  had  no 
right  to  do  so.' 

A  curious  fact  noted  by  Pellicer  is  that  "some  gentlemen 
were  in  the  habit  of  owing  for  their  seats  at  the  theater," 

with  their  treatures."     (See  Malone,  Historical  Account  of  the  English 
Sugt,  p.  169.) 

*  The  word  ii  Mill  uied  at  the  present  day. 
'  Nutvs  Datos,  p.  314. 

*  P^re*  Pattor,  Nuevos  Datos,  pp.  laa,  144. 
*IUd.,  p.  155.  *IM.,  p.  15a. 
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i.e.,  they  obtained  seats  on  credit.  Thus,  the  bodes  kept 
by  the  deputies  show  the  following  entry :  "Sabado  1 8  de 
Mayo  de  1602,  debe  el  Corregidor  un  aposento.  El  Regi- 
dor  tres  ventanas.  El  Teniente  Antonio  Rodriguez  un 
aposento.    El  Principe  de  Marruecos  una  ventana."  ^ 

'  Tratado  Justorico,  et&.  Vol.  I,  p.  86. 


CHAPTER  VII 

Women  on  the  stage.  In  France,  England,  and  Italy.  Women  on 
the  Spanish  stage.  The  companies  of  players.  CompaHias  realet. 
Compaiiias  de  parte.  Smaller  companies.  The  Entertauang 
Journey  of  Rojas.    The  traveling  of  companies. 

It  is  probable  that  upon  the  Spanish  stage  women  were 
originally  impersonated  by  boys,  as  they  were  elsewhere 
in  Europe  during  the  greater  part  of  the  sixteenth  century; 
a  custom  which  lasted  in  England  till  after  the  Restoration. 
On  the  other  hand,  it  is  quite  certain  that,  since  the  earliest 
times,  women  had  taken  part  in  public  festivals  and  re- 
ligious autos,  as  well  as  in  the  dances  connected  with 
them.*  Concerning  the  French  stage  Bapst  remarks :  "It 
is  to  be  observed  that  women,  who  at  the  close  of  the 
Middle  Ages  had  begun  to  appear  on  the  stage  in  pieces 
which  contained  nothing  objectionable  in  the  dialogue,  no 
longer  appeared  at  all  upon  the  stage  in  the  comedies  or 
tragedies  of  the  sixteenth  century."* 

Mantzius  says :  *'As  a  rule,  women  did  not  appear  upon 
the  medieval  stage,  but  children  frequently  did ;  they  repre- 

*  The  abuwa  nwodooed  by  the  author  of  a  paper  entitled  AbmtOM  de  Ce- 
mediat  f  Tragedias,  quoted  by  Pellicer,  and  which  is  apparently  with- 
out date,  must  refer  to  the  earliest  years  of  the  Madrid  corralet. 
"Women  are  gradually  being  introduced  upon  the  stage  in  the  place  of 
boys,  although  the  performances  of  boys  of  good  appearance  and  rouged, 
attired  as  women,  are  held  by  some  to  be  even  a  greater  objection."  The 
author  also  deplores  the  fact  that  separate  placet  were  not  provided  for 
men  and  women  in  the  theaters,  and  that  both  sexes  went  in  and  out  by  the 
same  door.  {Origtn  y  Progrtsos,  etc.  Vol.  I,  pp.  139,  140.)  The  latter 
complaint  could  only  have  been  justified  before  isSa,  when  the  Corral  d* 
la  Cms  was  built,  which  set  apart  a  place  for  women,  as  we  have  seen 
above. 

'EssM  sur  fkittoire  du  Thiatre,  Paris,  1893,  p.  146. 
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sented  angels,  young  girls,  or  children's  parts.  .  .  .  The 
more  important  female  parts  were  performed  by  half 
grown-up  youths,  and  particular  care  was  taken  to  choose 
young  men  who  were  beardless  and  good-looking,  and 
whose  voices  were  not  yet  breaking.  .  .  .  On  very  rare 
occasions,  nevertheless,  women  are  seen  to  have  acted  in 
the  Mysteries.  Thus,  besides  the  famous  barber,  Metz 
possessed  another  scenic  celebrity  in  the  person  of  an 
actress  who  even  appeared  in  the  same  parts.  We  know, 
at  all  events,  that  she  performed  the  part  of  St.  Catherine, 
for  the  Chronicle  says:  'And  the  "person"  (persotinaige) 
of  St.  Catherine  was  performed  by  a  young  girl,  about 
eighteen  years  old,  who  was  the  daughter  of  Dediet  the 
glazier,  and  she  did  her  duty  very  well  indeed,  to  the 
pleasure  and  delight  of  everybody.'  .  .  .  Though  this  case 
is  not  unique — at  the  Passion-play  in  Valenciennes,  1547, 
five  young  girls  took  part  in  the  performance— we  must 
take  it  for  granted  that  female  parts  were  only  excep- 
tionally acted  by  women.  This  is  so  much  the  more  sur- 
prising, as  women  frequently  appeared  in  the  historical 
pantomimes  and  tableaux  vivants,  which  the  medieval 
towns  habitually  produced  on  festive  occasions.'*' 

The  question  which  chiefly  concerns  us  is  the  public 
theater,  to  which  an  admission  fee  was  charged.  And  in 
regard  to  this  M.  Bapst  further  says:  "Women  did  not 
appear,  as  a  rule  (d'une  fa^on  constante),  upon  a  regular 
[French]  theater  until  the  second  half  of  the  seventeenth 
century.  A  single  comedienne  de  profession  is  mentioned 
in  the  preceding  century— Marie  Fairet,  wife  of  Ic  Sicur 
Fairet,  in  1545,"=    Again:  "At  the  beginning  of  the  six* 

^  Histerf  of  Theaiticel  Aft,  Vol.  II,  p.  50. 

*  Eitai,  ttc-,  p.  180.  Crtiztnach,  Gttthttltte  det  neutrtn  Drumat,  Virf 
III,  p.  70,  gives  the  name  aa  "Marie  Ferri,  die  Fra«  det  Ma^kl^ 
Michet  Fasaet,"  and  quotes  the  contract  which  has  been  preserved,  i-' 
Marie  Ferri  agrees  with  "Anthoine  de  I'Eipeyronnyire,  joueur  d'httWire*' 
"4  luy  aider  h  joer  chacun  jour  durant  le  diet  temps  tani  et  autaot  ^  ^ 
que  lui  plaira  en  Can  de  joueur  d'entieaiiles  de  Rome,  eaanstaa<  » 
plusicurt  yitoire«  moralles,  firsct  et  soubressauW* 
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teenth  century  women  appeared  occasionally  in  Paris 
theaters,  but  always  as  representing  the  Queen — the  parts  of 
soubrette,  nurse,  and  old  women's  roles  being  always  played 
by  men. ...  In  1629  a  troupe  of  French  actors,  containing 
women,  went  to  London  to  act,^  but  before  Richelieu  be- 
gan his  reforms  in  the  theater  (about  1635),  the  coarse- 
ness [of  the  plays]  excluded  every  respectable  woman 
from  the  stage  as  well  as  from  the  audience."  But  women, 
in  all  probability,  had  been  acting  regularly  in  Pans  for 
some  years  prior  to  this  date.  Indeed,  we  know  that 
Marie  Vcnier,  wife  of  the  comedian  Mathieu  le  Febvre, 
called  Laporte,  had  acted  at  least  as  early  as  1610  "sur  ce 
qu'on  veut  bien  appeler  le  theatre  du  Marais."* 

In  England  it  was  not  till  September,  1656,  that  an 
English  actress  appeared  upon  the  stage  in  the  public 
theaters.  This  was  Mrs.  Coleman,  wife  of  Coleman,  the 
actor,  and  she  played  a  kind  of  operatic  part — lanthe,  in 
Davenant's  Sie^e  of  Rhodes.^  By  this  means  the  constant 
intercourse  with  France  and  Italy  had  produced  a  change 
in  the  public  taste,  so  that,  a  little  later,  the  royal  license 

'Th*  f«ct  i<  noted  by  Malone,  Hiitorieal  Aefouttt  of  the  EngJiih  Stage, 
mf-of  B»tJ,  1800,  pp.  I  JO,  jji:  "1619.— November  4.  For  the  allowing  of  the 
Frroch  company  t'**>tt^  -women  actors]  to  play  a  farce  at  Blackfriar*,  £3." 
And  Maotxiui  saya  that  tlie  London  public  was  so  uoaccustiimcd  to  the 
appcKraocc  of  womtn  on  tbe  stage  that  the  actr«ssei  belonging  to  thit 
tamptmcf  were  pelted  with  rotten  apples  when  they  appeared.  {History  of 
Tkrmtrital  Art,  Vol.  U,  p.  2S0.)  Again,  Mslonc  aays:  "in  the  office  book 
of  Plultp  Bar!  of  Pembroke  >tid  Montgomery,  I  find  a  warrant  for  the 
of  £10.  to  Jo«ias  Floridor  for  himielf  and  the  rest  of  the  French 
for  a  tragedy  by  them  acted  before  hit  Majesty  in  December  last. 
Jan  t,  i6i$-6."  For  the  scandal  caused  in  London  by  [wo  com- 
>W*  •^  Ftcncli  pliyeri  who  visited  that  city  in  T629  and  itij],  when  the 
■  r  miulied  and  hissed  off  the  siaRe,  see  Lothtissrn,  Gesehichit 
■hrn  tiuralvr  im  Xf'll.  Jahrhufidert,  Wien,  1897,  8*1-  I.  P- 
ir«  tSe  foltowlng  item:  "£io,  paid  to  Johti  Navarro 
-yX  of  the  ompany  of  Spaniih  players,  for  a  play 
■».},  163s."  This  John  Navarro  was 
wife,  Jer^nlma  de  Oltnedo,  had  be- 
AvrndaAo  in  1632. 
1  PMede  tiaijiijue,  Paris,  i^i,  pp- 

wai  profosionatly  rendered  by  i 
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obtained  by  Davenant  contained  the  following  dause: 
"That  whereas  the  women's  parts  in  plays  have  hitherto 
been  acted  by  men  in  the  habits  of  women,  at  which  some 
have  taken  offense,  we  do  permit  and  give  leave,  for  the 
time  to  come,  that  all  women's  parts  be  acted  by  women."* 

While  women  appeared  upon  the  public  stage  in  Italy 
early  in  the  second  half  of  the  sixteenth  century,  Nicolo 
Barbieri  (Beltrame) ,  a  distinguished  actor,  in  his  pamphlet 
La  Suplica,—z  sort  of  apology  for  the  dramatic  profes- 
sion, published  at  Bologna  in  1636,—  speaks  of  the  cus- 
tom, still  prevalent  in  his  day,  of  boys  playing  the  roles  of 
women  or  young  girls.' 

The  earliest  Italian  actress  whose  name  has  survived  is 
mentioned  by  De  Sommi,  in  his  Dialoghi  in  Materia  di 
Rappresentazione  scenica,  published  in  1565  or  1566,  in 
which  he  says:  "Mirabile  mi  e  sempre  paruto  e  pare  il 
recitare  di  una  giovane  donna  romana,  nominata  Flaminia, 
la  quale  oltre  all'  essere  di  molto  bella  qualita  ornata, 
talmente  e  giudicata  rara  in  quella  professione,  che  non 
credo  che  gli  antichi  vedessero  ne  si  possi  tra  moderni 
veder  meglio.  ...  So  che  molti  bei  spiriti,  invaghiti  delle 
sue  rare  maniere  gl'  hanno  fatto  et  Sonetti  et  Epigrammi, 
et  molti  altri  componimenti  in  sua  lode."' 

Concerning  Germany  M.  Bapst  says:  "To  the  actor 
Johannes  Velten  belongs  the  merit  of  having  first  definitely 
introduced  women  on  the  German  stage,  at  the  time  that 
he  translated  the  plays  of  Moliere.  In  1686  his  troupe 
included  three  actresses :  his  wife,  his  sister,  and  Sarah  von 

woman  in  a  public  theater  was  that  of  Desdemona  in  Othello,  apparently 
on  December  8,  i(6a  The  actress  on  the  occasion  is  said  to  have  been 
Mrs.  Margaret  Hughes,  Prince  Rupert's  mistress."  (Slukttptar^s  lift 
and  Work,  p.  i88.    See  Malone,  Historical  Account,  p.  141.) 

*  Mantzius,  History  of  Theatrical  Art,  Vol.  II,  p.  38a 

*  Ibid.,  p.  ayo. 

*  D'Ancona,  Origini  del  Teatro  Italiano,  Vol.  II,  p.  413.  These  Dialoghi 
delP  Ebreo  Lsoss  db  Somi,  whi^  are  very  interesting,  may  now  be  read 
in  Rasi,  /  Comici  Italiam,  Firenze,  1897,  Vol.  I,  p.  107.  De  Somi,  a  Man- 
tuan,  "fu  autor  comico,  pocta  e  impresario  di  compagnie  comiche,"  as  is 
shown  by  a  letter  of  his  dated  April  15,  1567.    {Ibid.,  p.  106.) 
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Bosberg.  In  1690  his  company  contained,  besides  his 
daughter,  two  actresses  by  profession,  named  Richter  and 
MoeUer."» 

It  is  certain,  however,  that  women  appeared  upon  the 
stage  in  Spain,  in  the  public  squares  and  corrales,  at  a  very 
early  date.  It  is  quite  probable  that  Mariana,  the  first  wife 
of  Lope  de  Rueda,  acted  in  his  little  company  of  strolling 
players  about  the  middle  of  the  sixteenth  century.'  As 
already  observed,  women  took  part  in  the  dances  that  al- 
ways formed  a  part  of  the  Corpus  Christi  celebrations,  and 
also  in  the  autos,  as  they  were  called,  from  very  early 
times.  A  passage  in  the  Cronica  de  los  Hechos  del  Con- 
destabU  Miguel  Lucas  de  Iranzo  proves  that  actresses 
appeared  upon  the  stage  in  the  ancient  momos  or  entre- 
meses?  It  is  also  likely  that  women  acted  in  the  Italian 
company  of  Ganassa  in  Madrid  (1579-83),  and  in  the 
latter  year  we  find  an  "obligation  and  agreement  entered 
into  between  Miguel  Vazquez  and  his  wife  Juana  Vazquez, 
and  Luis  de  Molina,  oficiales  de  comedias,  to  work  in  the 
c<nnpany  of  Juan  Limos,  autor  de  comedias,  from  this  date 
[Madrid,  March  15,  1583]  until  Shrovetide  of  1584, 
receiving  nine  and  a  half  reals  for  the  three  persons  at  the 
end  of  each  performance,  besides  food,  drink,  lodging, 
and  clean  linen,  and  all  expenses  of  travel."'  In  the  fol- 
lowing year  an  agreement  was  made  by  Agustin  Solano, 
actor,  residing  in  Madrid,  "for  himself  and  in  the  name  of 
Roca  Paula,  his  wife,  being  in  the  court  [Madrid],  with 
Tomas  de  la  Fuente,  autor  de  comedias,  native  of  Toledo, 
to  help  him  in  all  the  comedias  and  entremeses  which  he 
may  represent  from  this  date  [March  5,  1584]  till  Shrove- 

*  Ofms  (it.,  p.  280.  On  the  other  hand,  we  are  told  that  in  Germany,  at 
late  as  1717,  no  women  were  allowed  upon  the  stage.  {Shakttpert  Jakr- 
bvch.  Vol.  XXI,  p.  236.) 

'See  above,  pp.  11,  12. 

'  Fitzmaurice-Kelly,  Littirature  EspagnoU,  Paris,  1904,  p.  178. 

*P^rez  Pastor,  Bulletin  Hitpamque,  1906,  p.  153.  The  term  oficial  in- 
■tead  of  the  more  usual  representante  is  used  by  Rojas,  Viage  entretemdo, 
p.  53,  where  he  speaks  of  "una  compafiia  de  tan  buenos  ofidales." 
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tide  of  1585,  receiving  nine  reals  for  each  performar 
besides  four  and  a  half  reals  for  maintenance,  in  case  the 
company  should  not  provide  it."^  Roca  Paula^  being  a 
married  woman,  could  not  make  a  binding  contract  with- 
out her  husband's  joining  In  It. 

While  these  are  the  earliest  instances  that  I  have  found 
recorded,  it  can  hardly  be  doubted  that  women  acted  upon 
the  stage  at  Madrid  even  prior  to  this  time.  Still,  it  ap- 
pears that  no  license  allowing  women  to  act  in  the  public 
theaters  of  the  capital  was  granted  before  1587.  On 
November  17  of  that  year,  Pedro  Paez  de  Sotomayor,  on 
behalf  of  his  son-in-law,  Alonso  de  Cisneros  (autor  de 
comedias,  then  absent  from  the  city),  presented  a  petition 
to  the  Corregidor  of  Madrid,  setting  forth  that  the  Coun- 
cil of  his  Majesty  had  granted  a  license  permitting  married 
women  tb  act  upon  the  stage,  and  that,  in  pursuance  of  that 
license,  women  were  then  acting  publicly  In  Madrid,  and 
he  requested  the  same  license  for  his  son-in-law,  then  in 
Seville,  "so  that  it  may  he  evident  to  the  justices  of  the 
said  city  or  of  any  other  place  where  he  may  give  repre- 
sentations." It  recited  another  petition  by  the  company 
called  the  Confidentes  Italiatws,^  wherein  these  declare 
that  they  cannot  perform  the  comedias  which  they  have, 
without  the  women  of  their  company,  and  pray  for  a 
license  permitting  these  women  to, act.  This  latter  petition 
had  been  granted  "inasmuch  as  the  women  in  the  company 
arc  married  women  and  their  husbands  are  with  them." 
It  was  especially  provided,  however,  that  they  should  not 
be  permitted  to  appear  in  the  habit  or  dress  of  men,  and 
that  "henceforth  no  boy  be  allowed  to  act  attired  as  t 
woman."' 

'  Pirei  Paseor,  ffuefos  Daiat,  p.  1 5,  Ana  de  Velasco,  wift  of  the  lewf 
Sebanian  At  Moniemaycir,  wa*  also  a  inentber  of  a  company  of  pliyrr*  ■> 
Madrid,  in  ijS^. 

*  The  Confi.dfitlit  Udlianot  were  origiDally  one  oi  the  companiea  ni  i!k 
Duke  of  Maotua.  (B^schcT,  Lei  Cemidiens  ttalietu,  Paris,  iSBx,  p.  i], 
and  D'Ancona,  Orip«i  del  Ttatro  Uatiano,  Vol,  II,  pp.  465  ft  feistm.) 

*Ffrcz  Piator,  Nu*v»i  Datot,  pp.  19-33. 
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The  Italian  actresses  to  whom  a  license  was  especially 
granted  were^ngela  Salomona  and  Angela  Martinelli,' 
"married  women  whose  husbands  are  members  of  the  same 
company,"  and  Silvia  Roncagli  {la  Francesquina) .^  Ap- 
pended to  the  petition  of  Pedro  Paez  de  Sotomayor  were 
the  depositions  of  two  witnesses  who,  "on  the  twenty-first 
day  of  the  present  month  of  November"  (1587),  had 
seen  a  comedia  played  by  the  Italians  in  the  Corral  del 
Principe,  in  which  three  women  acted,^ 

About  this  time  {1588),  as  already  observed,  the 
famous  dance  called  the  zarabanda  was  introduced  upon 
the  stage,  to  be  followed  by  others  hardly  less  wild  and 
indecorous,  and  theatrical  entertainments,  always  favored 
by  the  people,  suddenly  assumed  a  popularity  that  was 
unprecedented.  Doubtless  these  "pestiferous"  dances  con- 
tributed in  no  small  degree  to  the  vogue  which  the  theater 
now  attained.  But,  as  Pellicer  remarks,^  the  growing 
popularity  of  theatrical  representations  and  the  conse- 
quent increase  in  the  number  of  theaters  and  players 
throughout  Spain,  "the  dances,  songs,  expensive  costumes, 
and  the  acting,  not  only  of  women,  but  of  women  disguised 
as  men,  and  the  easy  virtue  of  the  theatrical  profession, 
foon  made  the  question  of  the  continuance  of  theatrical 
representations  a  matter  of  grave  controversy."    A  num- 


*  Conceming  Angela  Mininelli,  wife  of  Druiiano  Martinelli,  one  of  the 
Basageri  of  this  company  /  Confidenti,  see  above,  pp.  4.5,  46. 

'RrfcfriDg  to  the  latter,  the  decree  ttatea:  "Si  la  Ffaneesquitia  es  la  que 
yo  *i  m  la  pojada  del  senor  Cardenal,  no  la  tengo  por  muchacho  y  ami 
podfi  repretemar."     [Perti  Pastor,  Nuevot  D&tof,  p.  aj,) 

'  ft.  Juan  de  Pineda,  in  the  Prtmera  fiarle  de  lot  Tffynta  y  dtKO  didh- 
t*t  famititiTti  de  la  Agrintltura  crittiana,  published  at  Salamaoca  id 
>$t9,  itut  the  Aprobadia  of  which  is  dated  tsSi,  alludei  to  theK  Italian 
CMnpaaiei  ai  '*lo4  extrangeros  que  lacan  mucho»  millaret  de  ducadoi  de 
ttpatn  cada  un  afio,"  and  mentions  the  subjects  of  some  of  the  fanas 
fimyvA  by  thetn.  Reproving  the  priesthood  for  visiting;  these  plays,  he 
mr»'  "ique  no  ac  OS  cubra  la  cara  de  verguenza  de  que  os  vean  autori- 
tmaAa  j  gotrando  de  to*  cuentos  de  Medea  y  de  Jason,  y  de  Paris  y  Eteita, 
y  rniii  y  Dido,  y  de  Piramo  y  Tiabe."  (Cotarelo  y  Mori,  Controvtnias, 
nic^  p.  jo$.) 

*Tr»tMd«  hiitariea,  eti^,  Vol.  I,  p.  119. 
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ber  of  eminent  theologians  took  part  in  the  discussion, 
and  opinion  was  divided.  Among  those  who  favored 
the  continuance  of  these  spectacles  was  Fr.  Alonso  de 
Mendoza,  an  Augustiilian  and  professor  in  the  University 
of  Salamanca,  who  declared,  in  1587,  "that  the  repre- 
sentation of  comedias  as  they  are  now  represented  in  Spain 
is  not,  of  itself,  a  mortal  sin,  provided  that  lascivious 
songs  and  gestures  be  not  introduced."^ 

The  government  accepted  this  view  of  the  matter,  with 
the  effect  of  multiplying  theaters  and  players,'  adding 
to  the  number — already  great — of  entremeses,  and  intro- 
ducing new  dances,  "and  not  the  most  decent  ones,"  as 
Pellicer  naively  remarics.  And  in  order  to  give  the  theater 
a  certain  air  of  piety  and  good  repute,  so  many  comedias 
de  Santos  were  written  and  acted  that,  as  Rojas  says : 

...  al  fin  no  quedo  poeta 
En  Sevilla,  que  no  hiciese 
De  algun  santo  su  comedia. 

It  was  even  held  that  these  plays  were  conducive  to 
religion  and  good  morals,  and  in  a  memorial  to  Philip  II, 
in  1598,  it  was  declared  as  a  well-known  fact  that  "several 
actors  who  had  represented  the  lives  of  St.  Francis  and 
other  saints,  as  well  as  some  of  the  spectators,  went 
straight  from  the  playhouse  to  take  the  habit  of  St. 
Francis  or  of  the  saint  represented,  being  stung  by  com- 
punction."**  On  the  other  hand,  the  Jesuit  Mariana  cites 
the  case  of  an  actress  who  took  the  part  of  Magdalena  in 

'  Tratado  kistorico,  etc.,  Vol.  I,  p.  lao. 

*  The  theaters  of  Madrid  vrere,  on  the  contrary,  gradually  reduced  to  the 
two  principal  playhouses  in  the  Calle  de  la  Cruz  and  in  the  Calle  del 
Principe.  Many  other  important  cities,  such  as  Seville,  Valencia,  Granada, 
and  Saragassa,  had  permanent  theaters,  and  no  town  was  so  small  that  it 
was  not  visited  by  strolling  bands  of  players,  so  great  had  the  craze  for 
the  theater  become.  By  an  order  of  June  22,  1600,  Fleay  tells  us,  only  tw» 
playhouses  were  to  be  allowed  in  London,  the  Globe  and  the  Fortune. 
{Chronicle  Hittory  of  the  English  Stage,  Vol.  I,  p.  i6a)  This  order  was 
never  observed. 

•  Pellicer,  Vol.  I,  p.  122. 
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one  of  these  comedias  de  santos,  and  of  the  actor  who 
represented  Christ,  both  of  whom,  he  aa.j9,  were  noto- 
riously immoral,  "which  was  all  the  worse,  inasmuch  as 
they  were  famous  players,  and  had  often  brought  tears  to 
the  eyes  of  the  spectators."* 

Indeed,  the  "desenvoltura"  of  the  actresses  finally 
brought  things  to  such  a  pass  that  on  September  5,  1 596, 
women  were  forbidden  to  appear  upon  the  stage.'  This 
prohibition,  if  ever  enforced,  was  certainly  of  short  dura- 
tion. 

Let  us  now  turn  to  the  companies  of  players  as  they 
were  organized  at  this  time.  As  early  as  1 586  a  theatrical 
company  contained  thirteen  or  fourteen  persons,  besides 
the  autar  or  director,  for  we  find  the  company  of  the 
famous  Nicolas  de  los  Rios  then  consisting  of  that 
number,  and  even  at  the  very  height  of  the  Spanish 
drama,  from  16 10  to  1640,  the  average  number  did  not 
exceed  from  sixteen  to  twenty  players."  As  the  number  of 
characters  to  be  represented  in  the  comedia  frequently  ex- 
ceeded the  number  of  actors  in  the  company,  it  was  not 

*  Ibid.,  p.  I2S. 

'This  inttrument,  preserved  in  die  library  cf  the  Acadeinjr  of  Hittoty  at 
Madrid,  was  first  published  hy  Schack,  Sachtrage,  p.  29.  It  reads  aa 
follows:  "Orden  del  Consejo  k  las  Justicias  del  Reino.— 'En  el  Conicjo  se 
tiene  noticia  que  en  las  comediaf  y  represcntaciones  que  se  recitan  en  esta 
dudad  salen  mugeres  a  representar,  de  que  se  siguen  muchos  inoonyenien- 
tes,  teodrejTs  particular  cuydado  de  que  mugeres  no  representen  en  las  didias 
oomedias,  puniendoles  las  penas  que  as  pareciere,  aperdviendoles  que 
hadendo  lo  contrario  se  ezecutari  en  ellas. — de  Madrid  i  dnoo  de  Setien- 
bre  de  mil  e  quinientos  y  noventa  y  seys  anos.' "  It  is  also  now  reprinted 
in  Pirez  Pastor,  Nutvos  Datos,  p.  44. 

*  More  than  half  a  century  after  this,  theatrical  companies  in  France  were 
even  much  smaller.  The  company  of  Moliire,  when  he  appeared  for  the 
first  time  on  the  Paris  stage  after  hjs  return  from  the  provinces,  00 
October  34,  1658,  consisted  of  the  following  nine  persons:  Joseph  Bijart; 
Louis  B^jait,  his  younger  brother ;  Sr.  du  Pare,  whose  real  name  was  Ren^ 
Berthelot,  and  stage-name  Grosreni;  Charles  du  Fresne;  Sr.  de  Brie; 
Madeleine  Bijart,  sister  of  Joseph;  Mile,  du  Pare;  Mile,  de  Brie,  whose 
stage-name  was  Catherine  du  Rosn£;  Geneviive  Hervi,  whose  real  name 
was  Bijart,  and  who  was  a  sister  of  Madeleine.  Moliire's  company  gen- 
erally consisted  of  twelve  to  fifteen  persons.  The  first  appearance  of  the 
company  in  Paris  was  in  Corneille's  Nicomide  and  Moliire's  Docteur 
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unusual  for  a  player  to  take  two  or  even  three  parts.  In 
many  manuscripts  of  the  comedias  of  Lope  de  Vega  and 
other  early  dramatists,  the  "reparto"  {dramatis  persons) 
shows  this.  Indeed,  Cervantes,  at  the  close  of  his  come- 
dia  El  Rufian  dichoso,  calls  attention  to  the  fact  that  all 
the  female  characters  in  the  play  can  be  taken  by  two 
women.^  In  the  Elizabethan  drama  this  was  also  fre- 
quently the  case;  so,  in  the  Induction  to  MarstOn's  An- 
tonio and  MeUida  (1602),  Piero  asks  Alberto  what  part 
he  acts.  He  replies:  "the  necessity  of  the  play  forceth  mc 
to  act  two  parts." 

Whether  theatrical  companies  were  licensed  in  Spain 
prior  to  1600,  I  do  not  know:  it  is  probable,  though  I  do 
not  find  the  fact  noted  anywhere.  By  an  ordinance  of 
1600,  however,  and  again  by  a  decree  of  1^03,  the  number 
of  licensed  companies  was  limited,  the  latter  decree  naming 
the  eight  heads  of  companies  who  received  the  license  of 
the  King  to  represent  comedias,  which  number  was  in- 
creased to  twelve  by  a  decree  of  161 5.-  The  companies 
authorized  by  these  decrees  were  called  companias  reaks 
or  de  titulo.  But  at  no  time,  despite  these  royal  ordinances, 
were  the  companies  limited  to  those  therein  specified. 
Numerous  other  companies  soon  sprang  up,  called  com- 
panias  de  la  legua,  which,  acting  without  the  King's 
license,  overran  the  whole  peninsula. 

Theatrical  companies  in  Spain  were  of  two  kinds:  those 
in  which  the  players  worked  for  a  salary  paid  them  by  the 

Amourevx.  They  played  in  the  Salle  dei  Gardw  du  vintx  Louvre,  o« 
Monday,  Wednesday,  Thursday,  and  Saturday,  After  July  9,  i£59i  M>^ 
liere  and  hii  company  were  allowed,  on  (hr  payment  of  tjoo  Itrrei,  ■« 
ptay  on  Sunday,  Tuesday,  and  Friday,  which  were  the  mo«  ftohiooible 
days  and  were  called  the  jaurt  ofdinatres.  (Rfgittre  df  La  Grange,  Piti* 
ttji,  p.  -i;  Fifchmann,  Molitre  alt  Srhauspifl-dirtktor,  m  Ztfh  fir  Fm- 
t9n/t/ie  Spracke,  190$.) 

"^"Haae  de  aduertir,  qtie  todas  las  figuras  de  mu^er  desta  Camedia,  !•> 
pueden  hazer  solas  dos  mugeres,"     {Oeho  Comedias,  etc.,  Madrid,  iCiir 

fol.    113.) 

'These  decreet  regulating  theatrical  compajues  will  be  coniideied  '» 
Chapter  X. 
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euior  or  manager,  and  those  in  which  the  players  worked 

on  shares.     The  latter  were  called  companias  de  parte. 

iSuch  a  company  was  organized  in  June,  16 14,  by  the  well- 

\  known  autor  and  dramatist  Andres  de  Claramonte.'     The 

agreement  has  been  preserved,  and  Is  as  follows : 

I      AgTcemcTit  and  obligation  of  Andres  de  Claramonte,  one  of  the 

>Mutores  de  comedias  appointed  by  his  Majesty,  with  Pedro  Cerezo 

de  Guevara.  Francisco  Mendoza,  Juan  Gasque,  Miguel  de  Ayuso, 

lor  himself  and  for  Luisa  de  Reinoso,  his  wife,  Fernando  Perez  and 

Maria  de  Montesinos,  his  wife,  Maria  Gabriela  and   Francisca 

t&Iaria,  her  daughter,  Sebastians  Vazquez,  sister  of  the  said  Fct' 

hando  Perez,  and  Alonso  Garcia,  to  form  a  company  of  players. 

And  first  that  the  said  Andres  de  Claramonte,  Pedro  Ccrc^o  de 

juevara,   etc.,  .  .  .  form  3  partnership  company    {compaiim  de 

farUs)  for  the  time  and  space  that  still  remains  of  the  present  year, 

ind  which  shall  end  at  Shrovetide  of  the  coming  year,  during  which 

time  the  above-mentioned  and  each  one  of  them  bind  themselves  to 

p»  together  in  the  form  of  a  company  and  to  play  in  all  the  towns 

if  this  kingdom  and  beyond  during  the  said  time,  and  to  represent 

kerein  all  the  comedies  and  plays  which  the  said  Andres  de  Clara- 

bonte  possesses,  by  virtue  of  which  the  said  Andres  de  Claramonte 

iftils  himself  to  furnish  (in  order  that  they  may  be  represented  by 

he  taid  company)  as  many  as  forty  comedias  and  such  others  as 

id  company  may  require,  besides  the  necessary  tntremests, 

ttrat,  and  bailes. 

itrm:  That  the  various^roies  in  the  comedias  shall  be  assigned 

the  members  of  the  said  company  in  such  manner  as  shall 

tem  most  suitable  to  each  in  the  opinion  of  the  said  company, 

Stem:  During  the  said  time  the  said  members  and  each  of  them 

1  be  bound,  and  by  these  presents  are  bound,  to  attend  with  all 

*nd  punctuality  the  rehearsals  of  all  the  comedias  to  be  repre- 

mtcd  each  day,  at  nine  o'clock,  at  the  house  of  the  said  Andres  de 

^IxruDonre,  where  rehearsals  are  ordinarily  to  take  place,  and  shall 

m  fail  to  be  present  at  any  one  of  the  said  rehearsals,  under  penalty 

f  two  reals  to  each  one  who  shall  not  attend  them  in  time  and 

*  CJaraoMKite,  wbote  wife  wat  Beatriz  de  Cattro,  di«d  in  the  Calle  del 
Madrid,  on  Septenibcr  19,  i6z£.     (P£rez  Paitor,  Nittvot  Dator,  p. 
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when  he  is  called  upon  to  speak;  and  if,  being  present  at  the  said 
rehearsal,  he  shall  leave  it,  and  another  should  be  obliged  to  speak 
for  him,  he  shall  pay  likewise  as  a  penalty  one  red  every  tinte  that 
this  happens.  And  the  said  fines  and  penalties  are  to  be  deposited 
with  a  certain  person  to  be  appointed,  so  that  they  may  be  dis- 
tributed according  to  the  will  of  the  said  company,  in  charities  and 
pious  works,  masses,  etc.  The  said  fines  to  be  paid  on  the  same 
day  by  the  member  thus  incurring  them,  out  of  the  amount  to  be 
received  by  him  on  that  day  for  acting  and  for  maintenance  (de 
rachn). 

Item:  That  during  the  said  term  there  is  to  be  a  deposit  chest 
with  three  keys,  :which  chest  is  to  remain  in  the  custody  of  the  said 
Maria  Gabriela,  the  which  keys  the  company  will  in  due  time 
deliver  to  the  persons  who  may  be  agreed  upon.  Into  this  chnt 
are  to  be  put,  from  each  performance  that  may  be  given,  public  as 
well  as  private,  during  the  said  time,  twenty-five  reals,  which  are 
always  to  remain  deposited,  and  the  chest  is  not  to  be  opened  until 
the  said  day  of  Shrovetide,  which  is  the  term  when  the  said  com- 
pany ceases  to  be  effective,  in  the  said  year  one  thousand  six  hundred 
and  Af  teen ;  and  then  the  said  chest  is  to  be  opened,  and  the  taoncy 
which  may  be  deposited  therein  is  to  be  divided  amongst  all  the 
members  of  the  said  company  conformably  to  what  each  one  ouy 
be  entitled  to,  according  to  this  writing  and  which  will  be  declared 
below. 

Item:  That  from  the  proceeds  of  each  of  the  comedias  whicli 
may  be  represented  are  to  be  taken  two  reals,  which  the  compan? 
may  distribute  in  alms,  masses,  and  pious  works,  together  with  the 
Hats  to  be  imposed  upon  the  members  for  failing  to  be  present  at 
the  rehearsals. 

Item:  If  during  the  said  time  any  member  of  the  said  companr 
should  fall  sick,  there  is  to  be  given  to  him  the  share  which  mty  be- 
long to  him  m  conformity  with  this  writing— just  as  if  he  had  reiUf 
acted  and  taken  part — as  well  for  acting  as  for  maintenance,  and 
if  he  should  remain  behind  sick  in  any  place  where  the  compan? 
should  happen  to  be,  he  is  to  be  paid  the  expense  which  he  incun 
for  conveyance  from  that  place  to  the  place  where  the  company  nay 
then  be. 

Item:  That  during  the  said  time  the  said  Andres  de  Claramonw 
is  to  have  and  to  take  from  what  may  proceed  from  all  the  saii 
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representations  which  may  be  given  and  from  each  one  of  them, 
public  as  well  as  private,  on  account  of  the  labor  of  composition  and 
study  of  them,  six  reals,  and  besides  these  six  fcals  he  is  to  have  as  his 
share  {de  parte)  ten  reals,  and  four  reals  for  maintenance  every  day 
that  there  may  be  representations ;  .  .  .  and  the  said  Pedro  Cerezo  de 
Guevara  also  ten  reals  as  his  share  and  four  reals  for  maintenance ; 
.  .  .  Juan  Gasque  four  reals  as  his  share  and  four  reals  for  mainte- 
nance; Fernando  Perez  and  Maria  de  Montesinos,  his  wife,  four^ 
teen  reals  as  their  share,  besides  eight  reals  for  maintenance ;  Maria 
Gabriela  and  Francises  Maria,  her  daughter,  sixteen  reals,  besides 
four  reals  for  maintenance;  Miguel  de  Ayuso  and  Luisa  de  Reinoso, 
his  wife,  ten  reals,  besides  seven  reals  for  maintenance ;  and  Alonso 
Garcia,  four  reals  and  three  for  maintenance. 

Item:  That  if,  during  the  said  time,  any  member  of  the  said 
company  shall  absent  himself  from  it,  he  shall  lose  all  that  would 
have  fallen  to  his  share,  as  well  of  the  amount  that  may  be  de* 
poftited  in  the  said  chest  as  of  the  costumes  which  the  said  company 
may  have  acquired  during  the  said  time,  and  shall  lose  fifty  ducats 
besides,  .  .  .  which  sum  is  to  be  shared  amongst  the  other  members 
of  the  said  company  who  may  remain  therein.' 

This  agreement  fairly  represents  all  those  made  in  simi- 
lar cases.  In  another,  executed  on  July  8,  1614,  the 
various  members  are  to  meet  at  nine  every  morning,  at  the 
house  of  Pedro  Bravo,  for  rehearsal.  Here  four  reals 
arc  set  aside  from  the  proceeds  of  each  performance  until 
the  amount  reaches  400  reals,  which  are  to  be  paid  to  Luis 
de  Monzon  for  providing  the  costumes  for  the  company." 
A  similar  troupe,  called  Los  Conformes,  was  organized  by 
Joan  dc  Vargas,  Andres  de  Chavarria,  Sebastian  Gon- 
zalez, and  others  in  Madrid,  in  1623,  They  were  to  go 
to  the  town  of  Leganes  on  October  14  and  perform  the 
comcdia  La  Morka  garrida  of  Juan  de  Vtllegas,  with  its 
/on,  music,  ctstrentei,  and  bayhi,  for  the  sum  of  400  reals.' 

*Pirez  fanar,  Nttev«j  Deios,  pp.  14.J-14S.  Such  ■  compiny  was  also 
fMiK<l  fn  I(ij4  by  Fernan  Sanchez  At  VarEat  and  Juan  de  Malagullla. 
(S«€  ibid.,  p.  Jjs) 

'  thiJ.,  p.  20a.     Other  conipaniet  utttt  La  Companla  tifaHola  in  i6ta 
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Besides  the  companias  reales  and  the  compahias  departgf 
there  were  many  other  kinds,  ranging  down  the  whole 
gamut  to  the  lone  traveling  mountebank.  They  can  best 
be  described  in  the  words  of  Agustin  de  Rojas  Villan- 
drando,  whose  Viage  entretenido,  first  published  at  Madrid 
in  1603,  is  one  of  the  most  interesting  works  that  we 
possess  concerning  the  early  Spanish  stage.  Rojas  was 
born  in  Madrid  about  1575,  and  was  in  turn  page,  soldier, 
scrivener  in  Granada  (  1 599)  r  and  finally  an  actor.  It  was 
in  Seville,  as  he  tells  us,  that  he  first  saw  a  comedia  acted, 
and  there  he  became  a  member  of  the  company  of  Antonio 
de  Villegas,  probably  in  1600.*  As  he  wrote  his  Enter- 
tmning  Journey  in  1602,  his  professional  experience  was 
very  limited,  not  extending  over  more  than  two  or  three 
years.  Many  of  his  statements  concerning  the  history  of 
the  stage  are  therefore  to  be  received  with  caution,  but, 
as  he  had  been  himself  a  strolling  player,  his  descriptioa 
of  the  various  bands  of  actors  which  were  then  perambu- 
lating the  peninsula  are,  in  the  main,  trustworthy,  though 
doubtless  somewhat  highly  colored  for  effect.* 

The  Viage  entretenido^  it  may  be  observed  here,  is  in 

{Nuevtii  Datot,  p.  76)  and  L03  Andnlucft  in  1605,  the  latter  coni!«ti(ig  of 
Frand»co  Garcia  dc  Tdedo,  Dicgo  de  Monierratc  «nd  hi»  wife  Mariin* 
Rodriguez,  Juan  de  Qstos  and  hit  wife  Maria  de  Herrera,  Luis  de  Castro, 
Cristdbal  de  Barrio,  and  Luis  de  AIvstcz.  {Ibid,,  p.  89,)  Such  compaDie* 
formed  (be  nearest  parallel  in  Spain  to  the  "sharers"  of  the  Eliubeihan 
iheater,  as  distinguished  from  the  "hired  men," 

'  Sanchez-Arjona,  Anahs,  p.  loj.  Perei  Pastor,  Nufvos  Datot,  pp.  jji- 
3 5 J,  publishes  an  interesting  document  concerning  Agustin  de  Rojat.  It  « 
an  agreement  made  in  Valladolid  on  February  z€,  i$03,  between  Miguel 
Ramirez,  autor  de  eomediai,  and  Agustin  de  Rojas,  actor,  in  which  ihr 
latter  agrees  to  act  in  all  the  comedias  that  may  be  produced  as  well  in  thif 
city  [Valladolid]  as  in  any  other  place  where  the  said  Miguel  Ramirez 
may  be,  as  well  in  the  theater  as  in  any  other  part  or  spot  that  miy  be 
designated  during  the  said  year,  from  the  date  of  ih'n  writing  [February 
26,  1603]  until  Shrovetide  of  the  coming  year,  t6o;,  and  for  which  the 
said  Ramire?,  is  to  pay  Rojas  2800  reals,  and  at  the  end  of  the  year  "t 
doubloon  (or  the  washing  of  his  linen,"  and  shall  furnish  transpartation 
for  Rojas,  the  latter  binding  himself  to  act  with  no  other  company  during 
tlie  said  time,  etc, 

'  Among  other  works,  Rojas  was  also  the  author  of  a  comedia  El  nalur*t 
dfsdichada,  which  has  been  edited  from  the  autograph  in  the  Biblioteca 
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the  form  of  a  conversation  between  four  persons :  [Nicolas 
de  Ids]  Rios,  [Miguel]  Ramirez,  [Agustin]  Solano,  and 
the  author  of  the  work,  Agustin  de  Rojas,  all  actors,  and 
the  first  two  were,  besides,  famous  autores  de  comedias  or 
directors  of  companies.  In  the  course  of  the  conversation 
Rios  had  mentioned  Cosme  de  Oviedo,  "that  well-known 
autor  of  Granada,  who  was  the  first  to  use  posters" 
(p.  132)-  To  which  Solano  adds:  "And  also  the  first 
to  take  a  gangarilla  through  the  towns  on  the  coast." 
To  the  query  of  Ramirez,  "What  is  a  gangarillaf"  Solano 
replies:  "It  is  clear  that  you  have  not  had  much  experience 
of  the  foTondula^  for  you  ask  about  such  a  well-known 
matter."  To  which  Rios:  "I  have  been  an  autor  for  more 
than  thirty  years,  and  this  is  the  first  time  that  it  has  come 
to  my  notice." 

Solano:  Well  then,  know  that  there  are  eight  kinds  of  companies 
of  actors,  and  all  quite  different;  .  .  .  there  is  the  kuiuiu,  naque, 
gangarilla,  cambaha,  garnacha,  boxi^anga,  faranduSa,  and  the  com- 
pany. A  bululu  is  a  player  who  travels  alone  and  afoot ;  he  enters 
«  village,  goes  to  the  curate,  and  tells  him  that  he  knows  a  corned ia 
[and  a  loa  or  two;  he  asks  him  to  call  the  barber  and  sacristant 
and  be  will  recite  it  to  them,  so  that  they  may  give  him  something, 
that  he  may  proceed  on  his  way.  These  having  assembled,  he 
IDounts  upon  a  chest,  and  begins  to  recite,  remarking  as  he  goes  on : 

ST  the  lady  enters  and  says  so-and-so,"  and  continues  his  acting 
the  curate  passes  around  the  hat,  and  having  gathered  four 
-c  quartos,  the  curate  adds  a  piece  of  bread  and  a  bowl  of 
toup,  and  with  this  he  follows  his  star  and  continues  his  way. 
A  t^Bf  consists  of  two  men ;  they  enact  an  entremes  or  portions  of 
«n  amto,  recite  some  octavos  and  two  or  three  loas;  they  wear 
S  htAid  of  »hcepskin  (zamarro) ,  play  a  drum,  and  charge  an  ochavo 
[^  2  maravedis],  or  in  other  kingdoms  [parts  of  Spain]  a  dinerillo 
(that  i»  what  Rios  and  I  used  to  do)  ;  they  live  contentedly,  sleep 
jf]  tbeir  clothes,  go  barefoot,  are  always  hungry,  rid  themselves  of 
thetr  tlm  amid  the  grain  in  summer  and  do  not  feel  them  on 

NscMoal,  Madrid,  and  publiihed  by  Sr.  Paz  y  Melia  in  tlie  Rtviita  dt 
^rekir^i  tot  190131. 
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account  of  the  cold  in  winter.  Gangarilla  is  a  bigger  campan^ 
hert  there  are  three  or  four  men:  one  who  can  play  the  fool  [qut 
sabe  iocar  una  lactira)  and  a  tmy  who  plan's  the  women's  roles. 
They  represent  the  ^vio  "The  Lost  Sheep,"  have  beards  and  wip 
(caueliera) ,  borrow  a  woman's  skirt  and  bonnet  (which  they  some- 
times forget  to  return),  play  two  comic  entrtman,  charge  each 
spectator  a  quarto  [:=  4raaravedis],  and  also  accept  a  piece  of  bread, 
eggs,  sardines,  or  any  kind  of  odds  and  ends,  which  they  put  into  a 
bag.  They  eat  roast  meat,  sleep  on  the  ground,  drink  their  draught 
of  wine,  travel  constantly,  show  in  every  farm-yard,  and  alwa>t 
have  their  arms  crossed. 

Rws:  Why? 

Solano:  Because  they  never  have  a  cloak  to  their  becks.  The 
cambaleo  consists  of  a  woman  who  sings  and  five  men  who  lament; 
they  have  a  comedia,  two  aulas,  three  or  four  entremeses,  a.  bundle 
of  clothes  which  a  spider  could  carry,  and  transport  the  woman  now 
on  their  backs,  now  on  a  litter  or  hand-chair  (lilia  tie  manas). 
They  act  in  the  farm-yards  for  a  loaf  of  bread,  a  bunch  of  grapes, 
a  stew  of  cabbage,  and  in  the  villages  charge  six  maravedis,  a  piece 
of  sausage,  a  task  of  flax,  and  anything  else  that  happens  along  (not 
refusing  the  most  worthless  gift).  They  remain  in  one  spot  four 
to  six  days,  hire  a  bed  for  the  woman,  and  if  any  of  the  men  be  on 
good  terms  w-ith  the  hostess,  he  gets  a  bundle  of  straw  and  a  cover 
and  sleeps  in  the  kitchen,  while  in  winter  the  straw-loft  is  his  con- 
stant habitation.  At  noon  they  eat  their  beef-stew  and  «ach  one 
six  bowls  of  broth,  all  sitting  at  a  table  or  sometimes  on  the  bed. 
The  woman  distributes  the  food,  shares  out  the  bread  and  measure 
the  watered  wine,  and  each  one  wipes  his  hands  wherever  he  can, 
for  they  have  but  one  napkin  amongst  them,  and  the  table-cloths  are 
so  shy  that  they  do  not  cover  the  table  by  a  foot.  A  garnacha  con- 
sists of  five  or  six  men,  a  woman  who  plays  first  lady's  roles  and  a 
boy  who  plays  the  second  ;  they  carry  a  chest  containing  two  smoci- 
frocks,  a  coat,  three  pelisses,  beards,  wigs,  and  a  woman's  costume 
of  taffeta  {tiritaria) .  Their  repertory  consists  of  four  comedias,  three 
autoi  and  as  many  entremeses ;  they  carry  the  chest  on  a  donkey'* 
back  and  the  woman,  grumbling,  on  his  rump,  while  the  rest  of  the 
company  follow  afoot,  driving  the  donkey.  They  remain  eight 
days  in  a  town,  sleep  four  in  a  bed,  eat  a  stew  of  beef  and  mutton, 
and  some  evenings  a  fricassee  well  seasoned.    They  get  their  vnvA 
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in  drains,  their  meat  in  ounces,  their  bread  in  pounds,  and  hunger 
by  quarters  [orroio  =  11.5  kilos].  They  give  private  perform- 
ances for  a  fried  chicken,  a  boiled  rabbit,  four  reals  in  money,  two 
quarts  of  wine,  and  may  be  hired  for  a  festival  for  twelve  reals.  In 
a  baxiganga  there  are  two  women,  a  boy,  and  stx  or  seven  com' 
panions,  and  not  seldom  do  they  meet  with  vexations,  for  there  is 
never  lacking  a  fool,  a  bully,  an  impatient,  an  importunate,  a 
sentimental,  a  jealous  or  a  love-sick  fellow,  and  having  any 
one  of  these  you  can  never  travel  with  security,  live  contentedly,  or 
even  have  much  money.  They  are  provided  with  six  corned ias, 
three  or  four  autos,  five  entremetei,  two  chests— one  containing  the 
baggage  of  the  company,  the  other  the  women's  clothes.  They  hire 
four  pack-mules— one  for  the  chests,  two  for  the  women,  and  the 
other  on  which  the  men  may  alternate  every  quarter- league.  They 
generally  have  two  cloaks  among  the  seven  players,  and  with  these 
they  enter  two  by  two,  like  the  friars.  Often,  however,  the  mule- 
driver  mak^  off  with  them,  leaving  the  actors  cloaldess.  Such 
players  dine  well ;  all  sleep  in  four  beds,  perform  by  night  and 
at  festivals  by  day,  and  sup  mostly  on  hash  {rnsalada),  for,  as 
they  finish  the  comedia  late,  they  always  find  a  cold  supper.  While 
on  the  road  they  are  fond  of  sleeping  by  the  fireplaces,  for  perchance 
these  may  be  hung  with  blood-puddings,  chines,  or  sausages.  These 
they  enjoy  with  their  eyes,  touch  with  their  fingers,  and  invite 
their  friends,  wrapping  the  sausages  around  their  bodies,  the  blood- 
puddings  around  their  thighs,  and  stowing  away  the  chines,  pigs* 
feet,  chickens,  and  other  trifles  in  holes  in  the  yards  or  stables;  and 
if  ibey  happen  to  be  in  a  country  inn,  which  is  the  safest,  they  mark 
the  spot,  w  that  they  may  know  where  the  dead  are  buried.  That 
wort  of  a  ^Qxiganga  is  dangerous,  for  it  is  more  changeable  than  the 
eooon  and  more  unsafe  than  the  border-land,  unless  it  has  a  good 
head  to  rule  it.  The  farandula  is  next  to  the  company :  it  has  three 
wtwtrn,  eight  to  ten  comedias,  two  chests  of  luggage.  The  players 
travel  on  mules  with  drivers  and  sometimes  in  carts;  visit  the  more 
impon*ftt  towns,  dine  separately,  wear  good  clothes,  perform  at 
Cor|nit  festivals  for  200  ducats,  and  live  contentedly  (that  is,  those 
who  are  riot  in  love).  ...  In  the  c«mpanirs  there  is  every  kind  of 
grub  and  trumpery;  they  know  something  of  the  seamy  side  and 
alio  of  good  manners;  there  are  very  clever  people  among  them, 
men  much  esteemed  and  persons  well  born,  and  even  very  respect- 
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able  women  (for  where  there  arc  many  there  roust  be  of  all  kinds). 
They  take  with  them  fifty  comedias,  three  hundred  quarters  of 
luggagp,  sixteen  persons  who  act,  thirty  who  eat,  one  who  takes  the 
money  at  the  door  (and  God  knows  what  he  steals).  Some  want 
mules,  others  coaches,  some  litters,  others  palfreys,  and  none  there 
are  who  are  satisfied,  with  a  cart,  because  they  say  that  they  have 
weak  stomachs.  Besides,  there  arc  generally  many  vexations. 
Their  labor  is  excessive  because  of  the  great  amount  of  study,  the 
continuous  rehearsals,  and  the  varied  tastes  (though  of  this  Rios 
and  Ramirez  know  only  too  much),  so  that  it  is  better  to  pass  this 
in  silence,  for,  in  faith,  much  could  be  said  on  this  subject/ 

Despite  the  trivial  details  and  the  absence  of  much  that 
would  have  been  most  desirable,  this  description  of  the 
various  bands  of  strolling  players  by  one  of  their  number 
is  so  important  that  it  could  not  be  omitted  here. 

The  traveling  of  theatrical  companies  at  this  time  was 
necessarily  slow.  We  have  just  seen  from  Rojas's  descrip- 
tion how  the  smaller  bands  of  actors  moved  from  place  to 
place.  The  larger  companies  traveled  with  a  little  more 
convenience,  still  this  was,  after  all,  one  of  the  greatest 
hardships  they  had  to  endure.  We  know  the  "strenuous 
life"  some  of  them  lead  in  our  own  day,  when  they  leave 
the  large  cities  and  make  "one-night  stands"  in  the  smaller 
towns,  while  the  "barn-storming  aggregations,"  which 
never  remain  more  than  a  day  or  two  in  one  place,  sufier 
even  greater  trials.  Yet  one  can  easily  imagine  how  much 
more  laborious  and  toilsome  must  have  been  the  life  of 
an  actor  at  this  time,  when  the  means  of  transportation 
were  so  primitive.  Journeys  which  now,  even  on  the 
Spanish  railways,  are  traversed  in  a  few  hours,  it  then  took 
as  many  days  to  accomplish. 

Thus,  in   1586,  Nicolas  de  los  Rios  and  Andres  dc 

^  y'lagi  tntftitnido.  cd,  of  1603,  pp.  131-140.  Other  anecdote*  jltuatra- 
tive  of  theatrical  ltf«  in  Spain  may  be  found  in  Mateo  Aleroan^s  GutMM 
de  Aifarathe,  Part  II,  Book  I,  chap,  ti  (ed.  of  Milan,  ]6i5,  p.  17),  whcR 
a  nary,  is  related  concerning  Ciincm  and  Manzano^  two  wdl-knowD 
tJjeatrical  msnBgera;  also  in  ihe  ipuriout  lerond  part  at  thi»  work  bv  MitM 
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Vargas  contracted  to  have  their  company,  consisting  of 
thirteen  or  fourteen  persons  and  seventy  quarters  of  bag- 
gage, transported  from  Madrid  to  Seville  (a  distance  of 
about  270  miles)  in  thirteen  days,  at  the  rate  of  38  reals 
for  each  person  and  6  reals  for  each  quarter  of  baggage.^ 

In  1 6 10  certain  carters  of  Illescas  contracted  with 
Alonso  Riquelme  to  carry  his  company  and  their  para- 
phernalia from  that  town  to  Aldea  Gallega  [near  Lisbon, 
a  distance  of  about  330  miles],  at  70  reals  for  each  person 
and  3  reals  for  each  quarter  of  baggage,  the  carters 
agreeing  to  be  in  the  said  village  within  twenty-two  days.^ 
The  costumes  and  properties  were  loaded  on  the  backs 
of  mules  or  upon  carts,  while  the  players  also  traveled  in 
carts,  or  the  larger  companies  In  coaches.  It  appears  from 
a  document  dated  1 61 3,  concerning  the  company  of  Anto- 
nio Granados,  that  a  distinction  was  made  between  the 
comediantes  and  the  danzantes,  the  former  being  carried 
in  coaches  and  the  latter  in  carts  (carros).^  Sometimes, 
In  the  case  of  distinguished  players,  another  form  of  con- 
veyance was  especially  stipulated,  as  in  1623,  when  the 
actor  Juan  Vazquez  and  Francisca  de  Torres,  his  wife,  are 
to  have  three  pack-animals  ( tres  cabailerias  iffuales ) ,  "for 
they  arc  not  to  go  upon  the  laden  carts.'** 

How  very  expensive  traveling  was  in  these  early  days 
wc  also  learn  from  an  agreement  made  in  1630  by  Fran- 
cisco Moreno  to  furnish  three  mules  (one  with  a  saddle) 
for  the  journey  which  Antonia  Manuela,  wife  of  the  atttor 
de  fomedias  Bartolomc  Romero,  made  from  Madrid 
to  Seville,  paying  100  reals  for  each  mule  and  100  reals 
to  the  mule-driver.'*  Sometimes,  when  a  small  town 
resolved  to  give  a  theatrical  performance  In  connection 
with  KMTie  church  festival,  it  was  especially  stipulated  that, 

L«}wi  d«  Styavedra,  Book  tit,  chapteri  vii  and  viii  {Bibl.  de  Aatartt 
Cjfm*if*,  Vol.  Ill,  pp.  4iSff.),  where  Guzman  joini  the  company  of 
Krrcdla. 

*P<rw  Putor,  Nutvos  Datot.  p.  17, 

*  thiJ..  p.  lao.  '  (biJ.,  p.  IJ5,  *  Ibid.,  p.  193.  *thid.,  p.  219- 
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in  addition  to  the  money,  certain  provisions  were  to  be 
furnished  to  the  actors,  as  when,  in  1593,  Gabriel  Nunez, 
autor  de  comedias,  agreed  to  go  to  Navalcarncro  (the 
little  village  where,  more  than  half  a  century  afterward, 
in  1649,  Philip  IV.  married  his  second  wife,  Mariana  of 
Austria)  with  his  company  to  perform  Lope  dc  V^ega's 
Los  Comendadores  and  two  other  comedias  for  300  reals, 
besides  24  cuartales  [=  6  fanegas  or  about  10  bushels]  of 
bread,  4  arrobas  [=12  gallons]  of  white  wine,  24  pounds 
of  veal  and  16  pounds  of  beef,  a  pig,  a  goose,  two  conies, 
and  a  hen,  besides  people  to  do  the  cooking,  and  free  lodg- 
ing," 

As  early,  at  least,  as  1602  some  companies  possessed 
such  an  extensive  wardrobe  that  a  particular  person 
was  charged  with  the  care  of  it;  with  arrangements  for 
traveling,  etc.  Thus  we  find  Agustln  Coronel,  an  actor, 
employed  by  Alonso  Riquelme,  aittor  de  comedias,  in 
March,  1602,  to  work  in  the  company  of  the  latter, 
"taking  part  in  the  comedias  as  well  as  in  the  bayles,  and 
also  to  take  care  of  the  wardrobe  and  to  arrange  for  the 
pack-animals  and  the  traveling,"*  etc. 

Traveling  in  open  carts  in  Spain  in  summer  is  not  a  very 
comfortable  method  of  transportation,  and  at  a  later  period 
we  find  covered  carts  especially  provided  for  the  players,  as 
when,  in  1633,  five  covered  carts  were  furnished  to 
the  company  of  Fernan  Sanchez  de  Vargas,  to  go  from 
Madrid  to  the  village  of  Parla."  In  another  case  six  carts, 
four  of  them  covered,  board,  and  lodging  are  to  be  pro- 
vided for  the  company.*  Sometimes  a  whole  company 
traveled  on  mules,  as  in  1636,  when  Juan  Rodriguez,  an 
innkeeper,  and  Andres  de  Lobera,  who  hired  out  mules, 
agreed  to  furnish  to  Pedro  de  la  Rosa,  auior  de  comedias, 
thirty-three  mules,  with  six  drivers  and  a  litter  (for  the 

'  Pitrez  Paatof,   p.  3,7. 

'Ibid.,  p.  68.  '  IM.,  p.  33  J.  *lbU.,  p.  JJ4. 
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autora  Cataltna;  de  Nicolas,  we  presume),  "to  take  the 
said  autor  and  his  company  to  the  city  of  Segovta,  the  said 
autor  paying  28  reals  for  each  mule,  Including  the  drivers, 
and  50  reals  for  the  litter.*'  In  this  case  the  baggage  was 
transported  separately.^  Indeed,  Pedro  de  la  Rosa  seems 
to  have  furnished  especial  facilities  for  the  traveling  of  his 
company,  for  on  September  19,  1637,  he  provided  "a 
coach  with  five  mules  to  carry  eight  persons  of  his  com- 
pany from  Madrid  to  Valencia  for  660  reals." ^  And  in 
1638  the  company  of  Luis  Lopez,  twenty  in  number,  were 
conveyed  in  three  "comfortable  carts"  (carroi  bien  acomo- 
dados)  from  Guadalajara  to  Cuenca  for  28  reals  each.* 
A  further  conception  of  the  expense  of  traveling  may  be 
formed  from  the  fact  that  Antonio  de  Rueda,  autor  de 
comedias,  in  1639  paid  850  reals  each  for  four  coaches  to 
take  his  company  from  Madrid  to  Granada.* 

Another  hardship  incident  to  the  profession  of  acting 
was  the  unusual  hour  at  which  a  performance  was  some- 
times required  to  be  given.     In   161 2  the  company  of 
Fernan  Sanchez  de  Vargas  was  to  take  part  in  the  Corpus 
festival  In  the  town  of  Esquivias,  and  the  agreement  was 
that  he  should  have  his  company  in  Esquivias  on  the  Tues- 
day following  Corpus  at  sunrise  {al  salir  del  sol),  and  on 
that  day  he  was  to  represent  In  the  morning  the  same  autos 
that  he  had  performed  in  Madrid,  besides  a  comedia  in  the 
afternoon,*    And  in  16 13  Pedro  de  Valdcs  was  to  have  his 
(Company  at  Leganes  on  June  1 1  at  six  o'clock  in  the  morn- 
fing,  to  represent  two  autos  sacrameniales  \n  the  morning 
and  a  comedia  in  the  afternoon,  with  all  their  hayles  and 
gntremeses.^    Again,  in  March,  161 7,  Cristobal  de  Leon, 
«/ar  df  comedias,  agreed  to  represent  two  autos,  with 
Jicir  entremeses,  at  the  Corpus  festival  in  Madrid,  on 
rhur»day,  from  two  o'clock  in  the  afternoon  until  twelve 


'  ibid.,  p,  a^S, 
*  Ibid.,  p,  137, 


*  ibid.,  p.  30t, 

*  Ikid;    p.     IJ4. 
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at  night,  and  on  Friday  from  six  in  the  morning  till  noon, 
in  such  places  as  may  be  designated,  for  600  ducats.  "And 
if  the  court  should  be  in  Madrid,  and  it  should  be  necessary 
to  give  more  performances  on  Saturday,  he  is  to  receive  the 
customary  gratuity.*'^  Indeed,  the  tribulations  of  the 
actor's  life  have  probably  not  been  overdrawn  in  the  ac- 
counts that  have  come  down  to  us.  Rojas,  who  was  for 
a  time  a  farandulero,  speaks  with  authority  upon  the  sub- 
ject, and  to  his  narrative  we  now  turn. 

*  Pirez  Pastor,  pp.  i6i,  i6a. 


CHAPTER  VIII 

Tbe  actors.  Their  hardships.  Alonso  de  Olmedo.  Juan  de 
Morales.  Roquc  dc  Figucroa.  Maria  de  Riquclmc.  ha  Cal- 
dtrona.  Adventures  of  actors  related  in  the  "Enlertaimng  Jour- 
ney." The  term  autor  de  comedias.  Relations  of  dramatist  and 
manager.  The  stealing  of  plays.  Honorarium  of  dramatists. 
Collaboration. 


While  some  conception  of  the  hardships  suffered  by  actors 
in  Spain  may  be  gained  from  what  has  been  said  in  the  pre- 
vious chapter,  we  must  turn  once  more  to  Agustin  de  Rojas 
for  such  a  graphic  description  of  the  actor's  trials  and  suf- 
'  ferings  as  we  shall  look  for  in  vain  elsewhere.     Rojas 
[speaks  from  experience,  and  let  us  hear  what  he  says  of 
the  life  of  his  fellow-players.    "There  is  no  negro  In  Spain 
'or  slave  in  Algiers  but  has  a  better  life  than  the  actor.    A 
tUve  works  all  day,  but  he  sleeps  at  night;  he  has  only  one 
I  or  two  masters  to  please,  and  when  he  does  what  he  is  com- 
manded, he  fulfils  his  duty.    But  actors  are  up  at  dawn  and 
I  write  and  study  from  five  o'clock  till  nine,  and  from  nine 
till  twelve  they  are  constantly  rehearsing.     They  dine  and 
,  then  go  to  the  comedia ;  leave  the  theater  at  seven,  and 
j  irhen  they  want  rest  they  are  called  by  the  President  of  the 
Council,  or  the  alcaldes,  whom  they  must  serve  whenever 
it  pleases  them.    I  wonder  how  it  is  possible  for  them  to 
itudy  all  their  lives  and  be  constantly  on  the  road,  for  there 
'»  no  labor  that  can  equal  theirs."'     And  Cervantes,  who 


El  ckUuo  que  et  ckUuo 
quiero  que  trabaje  liempre, 
por  la  manana  y  la  tardt, 
pcro  por  ta  noche  ducrmc. 


no  hay  negro  en  Espana, 
Nl  e»e)*vo  en  Argtl  w  veade 
Qii«  no  tenga  mejor  vida 
Que  un  fanaute,  si  te  aduieitc 
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doubtless  knew  them  well,  says  this  of  actors  :l  "Also 
I  can  say  of  them  that  in  the  sweat  of  their  brows 
they  gain  their  bread  by  insupportable  toil,  learning  con- 
stantly by  heart,  leading  a  gipsy  life  perpetually  from  place 
to  place,  and  from  inn  to  tavern,  staying  awake  to  please 
others,  for  in  other  men*s  pleasure  lies  their  profit;  they 
have,  besideSt  the  merit  that  with  their  calling  they  deceive 
nobody,  for  continually  they  bring  out  their  wares  on  the 
public  square,  submitting  them  to  the  judgnnent  and  in- 
spection of  everybody.  The  toil  of  the  managers  is  incred- 
ible, and  their  anxiety  extraordinary,  and  they  need  togata 
much  In  order  not  to  find  themselves  at  the  end  of  the  year 
so  embarrassed  that  it  Is  needful  for  them  to  call  a  meet- 
ing of  their  creditors." '  / 

But  such  recitals  of  tne  tribulations  of  the  profession 
never  did  and  never  will  deter  others  from  joining  their 
ranks.  In  all  ages  and  in  all  countries^  the  mimic  life  of 
the  stage  has  exercised  a  powerful  attraction.  And  though 
no  slave  in  Algiers,  as  Rojas  says,  had  a  harder  tot  than 
Spanish  actors,  their  ranks  were  ever  full,  for  generally 
they  were  a  careless  and  shiftless  lot,  who  took  the  days 
as  they  came,  with  little  thought  for  the  morrow.     They 


No  tieae  a.  quien  contmtar 

tmo  a  un  amo  6  dos  que  tiene, 
y  hfzirado  lo  que  \e  mandan 
ya  cumple  Con  lo  que  dtue. 

Pero  tttos  reprc9cntantes 
antes  que  Diai  amanece, 
escriuiendo  y  e»tudi«iidav 
dnde  las  cinco  a  las  nueue. 

Y  de  lai  oueue  a  laa  doze 
se  catao  ensayando  siempre, 
coiii«a,  vanse  a  la  corned i a, 
y  salen  de  alii  a  laa  9iet«. 


Y  quando  Kan  de  dMcanaar, 
loa  tiaman  al  Pretidente, 
lo*  Oydorci,  los  Alcalde*, 

lo«  Fiscalea,  los  Regentei^ 
y  a  todos  van  a  serulr 

a  quatquier  ora  que  quieren, 
que  ct  c»so  ayre,  yo  me  admiro 
cvmo  c9  passible  que  pueden 
Estudiar  toda  »u  vida 
y  andar  caminando  sieropre, 
puei  no  ay  trabajo  en  el  mufide 
que  pucdc  ygualarsc  a  este. 


{Fiage  eHireteniJ^,  pp.  j68,  J*9* 

*£i  Lictwcittdif  yidriera,  in  Exemplary  Novfh.  tratnlatcd  by  M»ca)H 
Glasgow,  190a,  Vol.  I^  p.  191.  See  also  Cervantes's  comedia  ffdrv  ^ 
Vrdtmaloi,  Act  III,  for  a  description  of  the  quB]ificauot»  of  a  gcKxl  icW. 
{Oifio  Comtdias,  etc.,  Madrid,   idis,  fol-  217,  vetso.) 

'  In  France  the  earliest  contract  with  a  professional  actor  that  hai  biM 
preserved   is  eloquent  textimony  to  the  wretched  condition  of  wandcfiaf 


NOTHER  ENOCH  ARDEN 

were  mostly  drawn  from  the  common  people  and  were 
notorious  for  their  loose  manner  of  living,  especially  the 
women.  To  this  statement,  however,  there  were  some 
notable  exceptions,  and  occasionally  we  find  a  hidalgo  or  a 
person  of  the  better  class  attracted  to  their  number  by  the 
glamour  of  the  stage.  Among  these  was  Alonso  de  01- 
medo,  afterward  a  distinguished  actor  and  autor  de  come- 
dias.  He  was  born  in  Talavera  de  la  Reina,  the  son  of 
the  mayordomo  of  the  Count  of  Oropesa,  and  served  the 
latter  as  a  page.  A  theatrical  company  visiting  his  native 
town  one  day,  he  fell  desperately  in  love  with  one  of  its 
members,  Luisa  de  Robles.  Olmedo  joined  the  company 
in  order  to  follow  his  adorada,  but  unfortunately  the  fair 
Lutsa  was  married.  However,  fate  decreed  that  her  hus- 
band, Juan  de  la  Abadia,  should  embark  for  Vetez  Malaga, 
when  the  vessel  in  which  he  sailed  was  attacked  by  Moors 
and  sunk,  and  the  captives  taken  to  Barbary.  Believing 
her  husband  dead,  and  presumably  having  no  use  for  a 
dead  husband,  Luisa  married  Olmedo.  Three  years  after- 
ward, much  to  the  surprise  of  both,  probably,  the  husband, 
like  another  Enoch  Arden,  suddenly  reappeared.  Olmedo, 
much  oi  whose  former  enthusiasm  had  doubtless  cooled 
by  this  time — so  we  are  told — with  admirable  resignation 
said  to  Luisa:  "My  dear,  Jt  is  all  over  with  our  marriage; 
jroo  take  half  of  my  wardrobe  for  your  first  husband,  and 
half  of  the  money  and  of  the  white  linen  for  yourself,  and 
good-by."    And,  as  Sr.  Sanchez-Arjona  tells  us,  to  console 


tn  that  cettntr)'.     It  atvttdatea  by  a  number  of  years  th«  carttnt 
lywihii  documrm  of  a  timilar  nature.    It  li  dated  is4j,  and  hai  already 
referred  to  (p.  ijS).    In  it  Marie  Ferrf  (or  Fairet)  binds  herself  lo 
ja  (he  troupe  of  Anthoine  I'EipeyroDryere,  In  hiilories,  farcei,  and 
illti,  **ra  telle  mani^re  que  chacun  qui  aaaisterst  prendra  \aytMKtt 
racrcmkn,   pour   gagnrr,    nrnaiser   et    lever   denier*   des    personnel   qui 
voir  jocr  pour   et   au   profficc  dudict   de   I'EapeyroDnyire,"   for 
it  to  receive,  besides  board  and  lodging,  twelve  livres  Touroois 
'  wtrf  amall  sura],  and  if  any  one  during  the  engagement  should  give 
or  clothes,  then  "Gailharde,  wife  of  the  laid  I'EspeyrcwDyire, 
ill  receive  one  half  thereof."    (Creizenach,  Gttehithtt  it$  nexLtren  Dra- 
,,  Vol.  Ul,  p.  jj) 
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himself  for  his  loss,  he  shortly  afterward  went  to  Zara- 
goza,  where  he  married  a  daughter  of  the  mayordomo  of 
the  Count  of  Sastago,  named  Jeronima  [de  Ornero],  by 
whom  he  had  six  children.' 

Thus  runs  the  story.  Unfortunately,  however,  facts 
have  more  recently  come  to  light  which  cast  some  doubt 
upon  the  tale  as  just  related.  While  it  may  be  true  in  its 
main  incidents,  Luisa  was  certainly  not  the  siren  who  first 
lured  Olmedo  upon  the  stage.  In  a  petition  to  the  town 
council  of  Seville  in  1640,*  Olmedo  says  that  he  had 
served  the  King  at  the  Corpus  festivals  for  forty  years 
and  that  he  had  been  director  of  a  company  for  twenty- 
four  years.  This  would  place  the  beginning  of  his  theat- 
rical career  in  the  year  1600,  and  his  beginning  as  an 
autor  de  comedias  m  1616.  What  we  know  of  Luisa  de 
Robles  is  briefly  this:  in  June,  161 8,  she  is  described  as  the 
widow  of  Juan  Labadia;'  in  September,  1623,  she  is 
called  a  single  woman  over  twenty-five  years  old,  and 
then  belonged  to  Manuel  Vallejo's  company;*  in  1624 
she  was  in  Antonio  de  Prado's  company  in  Madrid,  and 
in  1627  she  and  her  husband,  Juan  de  Labadia,''  were  in 
Manuel  Simon's  company  in  Seville.  As  Olmedo's  wife 
Jeronima  de  Ornero  and  his  daughter  Maria  were  act- 
ing in  his  company  in  1635,  he  playing  old  men's  parts 
in  his  own  company,"  the  episode  related  above  must  have 
taken  place  about  i6r8  or  somewhat  earlier.  At  this 
time,  however,  as  we  have  seen,  Olmedo  had  been  upon  the 
stage  many  years.  Alonso  de  Olmedo  was  an  hidalgo,  and 
by  a  special  decree  of  Philip  IV.,  dated  May  20,  1647,  all 
the  privileges  of  his  rank  were  preserved  to  him,  "although 
he  had  been  an  autor  de  comedias."    He  died  in  1 65 1. 

In  1630  Juan  de  Morales  Medrano,  one  of  the  best- 

*  Sanchez-Arjona,  Anahi  dtl  Ttatrd  tn  Sevilla,  p.  aaj. 
^ Ibid.,  p.  224.. 

'f/uevoj  Dalot,  p.  ifi/,  *  Ibid.,  p.  aoi, 

'The  name  is  spelled  in  various  ways;  I  have  givea  it  in  each  insttlKt 
af  I  found  it.  *  Sanchez-Arjona,  Analet,  p.  297. 
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MARIA  DE  RIQUELME  i^ 

Joiown  actors  and  theatrical  directors  of  his  time,  was  sued 
for  a  debt  of  1400  ducats,  the  balance  of  the  purchase- 
money  of  a  house  in  the  Calle  del  Prado,  as  well  as  for  the 
cost  of  improvements  made  on  the  said  house.  On  notifi- 
cation to  pay  the  debt  under  threat  of  arrest,  he  replied  by 
claiming  the  privilege  of  kidalffuia,  having  received  a 
patent  of  nobility  from  the  chancellery  of  ValladoUd,  by 
virtue  of  which  "his  person  could  not  be  taken  for  any 
debt  unless  It  resulted  from  a  crime,  nor  could  his  clothing 
or  that  of  his  wife,  nor  his  arms  or  his  horses,  be  attached, 
nor  the  other  things  which  are  reserved  to  htjosdalgo."^ 

Roque  de  Figueroa  was  also  a  celebrated  actor  who  had 
received  a  very  careful  education,  and  the  story  is  related 
of  him  that  on  one  occasion  when  a  festival  was  to  take 
place  in  the  parish  of  San  Sebastian  in  Madrid,  an  accident 
having  happened  to  the  preacher,  Roque  de  Figueroa  took 
off  his  sword,  ascended  the  pulpit,  and  delivered  an  oration 
in  Latin,  much  to  the  surprise  of  all  present.' 

Among  actresses  the  famous  Maria  de  Riquelme  was 
no  less  noted  for  her  beauty  than  for  her  virtuous  and  ex- 
emplary  life.  She  was  the  wife  of  the  autor  de  comedias 
Manuel  Vallejo,  upon  whose  death,  In  1644,  she  aban- 
doned the  stage  and  devoted  herself  to  religion,  dying  in 
Barcelona  in  1656.^ 

Quite  different  had  been  the  life  of  the  celebrated  Maria 

'P^s  Pittor,  Sufvos  Dal9t,  p.  219. 

*Saodi«'Arjoni,  Attain,  p.  154. 

'MAria  de  Riquelme  wai  ihe  tccond  wife  of  Manuel  Vallejo,  and  muM 
b«vc  Dwrncd  him  after  Novernber  31,  1637,  for  on  that  date  Frandica 
MsrU,  Valkj«*i  firn  v^ifc,  died.  (See  Bvtttiin  Hifptmqur  (190*),  p. 
a5j.)  la  April,  1611,  Maria  de  Riquetme  waa  id  VaJlejo's  company  and 
!•  CBlkd  hit  wife.  (Cotarcio,  Tirto,  p.  120.)  She  appeared  as  Casandra 
IB  Lofw  de  Vega'a  El  Cattigo  liti  Vfnganza  a«  it  vraa  performed  before  the 
Kiac  on  February  j,  ifija,  by  the  company  of  Manuel  Vallejo,  who  plajred 
ttw  part  of  itie  Duke  of  Ferrara.  (See  ray  Life  of  Lope  de  Vega.  GJas- 
^frm,  1904,  pp-  HO,  ti.,  *i  pattim.)  In  a  letter  dated  September  4,  163}, 
LAjpe  de  Vega  tajri  of  her:  "She  is  eztraordioary  in  depicting:  passion  in  a 
way  diM  imttaiet  nt^dy,  nor  can  aity  one  be  found  to  imitate  her."  {Ibid., 
p^  ]$o-)  Caratnuel  says  of  her:  "era  tan  impretionabte  por  naturaleza, 
^■«,  Goa  stofnbro  de  lodot,  mudaba  representando  el  color  de  su  roitro,  dc- 
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Calderon,  though  it  ended  also  in  religious  devotion.  La 
Calderona,  as  she  was  called,  was  one  of  the  many  favor- 
ites of  Philip  the  Fourth  and  the  mother  of  his  son  Don 
John  of  Austria,  born  April  17,  1629.  After  a  far  from 
exemplary  life  she  professed  In  the  convent  of  Villaher- 
moso,  in  the  province  of  Guadalajara,  where,  "esteemed 
by  the  whole  community,  she  was  made  abbess,  and  re- 
penting of  her  past  errors,  there  are  those  who  declare 
she  died  in  the  odor  of  sanctity."^ 

The  Spanish  stage  of  this  period,  it  is  to  be  feared,  could 
boast  of  few  such  exemplars  of  womanly  virtue  as  Maria  de 
Riquelme.  But  it  would  be  most  uncharitable  to  condemn 
all  actresses  on  the  evidence  that  we  have  concerning  some 
of  them.  Still,  in  all  probability,  such  incidents  as  the  one 
related  in  a  previous  chapter  concerning  Jacinta  Hcrbias 
and  Ana  de  Espinosa  were  not  rare.  Indeed,  as  we  shall 
see,  the  conditions  of  the  Spanish  stage,  the  publicity  of 
the  green-rooms,  etc.,  rendered  it  almost  impossible  for  a 
decent  woman  to  remain  upon  the  boards.  Actors  were 
mostly  a  shiftless  lot  recruited  from  the  understrata  of 
society,  of  whose  free  and  easy  lives  we  get  many  a  glimpse 
in  the  work  of  Rojas,  already  cited-  They  were  much 
addicted  to  gambling,  and  the  following  narrative,  related 

moitranda  sua  faccJon«9  ta  alegda,  li  su  papel  lo  demandaba,  6  !•  tristezi 
mis  prafunda  en  log  pasoi  pat^cico*,  y  figurdndo  la<  afectof  mis  opucsCix 
en  tut  mil  rapidaa  transiciones  de  tal  modo  que  era  inimitable  y  ikiica  en 
eite  g^neco  dc  naimica,"  (Quoted  by  Saochez-Arjona,  Analet,  p,  jtS.)  I( 
may  be  added  that  Maria  de  Riquelme't  name  doet  not  occur  axaaag  the 
playen  of  Vallejo'i  company  in  tti^j,  when  he  represented  autoi  ia  Seville. 

{tbid.,  p.  366.) 

'  Sanchci-Arjona,  Analtt,  p.  i.%i.  Sec  also  an  excellent  work,  Hude, 
The  Court  vf  PMHp  If'.,  London,  1907,  who  charaacrizea  Philip  ai: 
"Weak  of  will,  teuder  of  conscience,  sensitive  of  soul.  A  rake  wilboot 
convjction,  a  voluptuary  who  sought  sensuous  pleamret  from  vicimi*  habit 
long  after  they  had  ceased  to  be  pLea«urcs  to  him,  and  yet  expiated  than 
with  agonies  of  femorse  which  made  his  soul  a  raging  hell"  (p.  171). 
Hume  says:  "It  was  in  the  Corral  de  la  Crun  in  1627  that  Philip  first  tet 
eyes  upon  the  girl  wham  one  of  Olivaret't  agents  had  tent  from  the  coun- 
try to  act  upon  the  Madrid  stage.  Her  name  was  Maria  Calderon,  and  at 
the  time  »he  appeared  in  the  capital  she  was  not  more  than  sixteen  years 
of  age.     She  w«t  no  great  beauty,  but  her  grace  and  fatcinatioo  weit 
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hy  the  actor  Ramirez,  occurs  In  the  Fiage  entretenido 
(p.  141)  :  "I  recall  a  witty  story  which  happened  about 
four  years  ago  to  Alcaraz  [a  theatrical  manager]  concern- 
ing one  of  Cisneros's  musicians,  who,  gambling  with  an- 
other actor  In  the  green-room  {vestuarw) ^  lost  even  the 
clothes  on  his  back,  so  that  he  was  left  with  nothing  but 
hi$  linen  breeches.  His  turn  came  to  sing  in  the  third  act. 
Snatching  up  quickly  a  cloak  which  did  not  belong  to  him 
and  wrapping  it  about  him  under  his  arms,  he  sallied  forth 
upon  the  stage  with  the  greatest  unconcern.  Alcaraz, 
observing  this  shameless  effrontery,  determined  that  it 
should  not  go  unpunished,  and,  taking  a  pin,  fastened  the 
cloak  up  as  high  as  he  could.  The  player,  ignorant  of 
what  had  happened,  began  to  sing  in  this  fashion,  while 
the  audience  shouted.  Nor  did  he  learn  the  cause  of  the 
merriment  until,  withdrawing  quite  ashamed,  he  became 
aware  of  the  joke  that  had  been  played  upon  him  when  he 
saw  his  whole  shirt  hanging  out.**  Rios  also  tells  the 
story  of  a  companion  of  his  in  Antequera,  who,  one  night, 
had  lost  everything  he  had,  so  that  he  was  obliged  to 
remain  in  bed  until  a  suit  of  clothes  was  sent  him  with 
which  to  go  to  the  theater,  and  that  night  he  had  to  go 
home  again  and  remain  in  bed.^ 

■oprCTnc,  and  her  voicr  was  so  sweet  and  tier  speech  so  captivating  that 
Madrid  fell  in  love  with  her  at  once."  {Ibid.,  p.  3o8.)  La  Catderona  did 
fwt,  however,  retire  from  the  stage  on  the  birth  at  her  sot)  Don  John  of 
Austria.  What  we  know  of  her  stage  life  is  this:  la  March,  162},  she  wai 
t^  wife  of  Pablo  Sarmiento  and  both  were  acting  in  the  cotnpany  of  Juan 
_  ttUlM*  Valenciano.  {Bull.  Hispaitique  (19C1E),  p.  34S.)  In  1624  »he 
HHp^rared  in  Lopr  de  Wga's  El  Poder  en  el  Diicreta,  and  in  1626  she 
^^^k'ed  the  part  of  Fenis  in  Lope**  .Imer  can  vista.  When  she  was  again 
^^^■rtied  we  do  not  know,  but  in  1632  her  husband  was  Tomas  de  Rojas, 
^^^Pi  ifi  tbi«  jear  the  received  1050  reals  for  acting  in  two  comedias  and  two 
^Sftx  in  the  village  of  Pinto,  besides  transportation  for  herself,  her  husband 
VtA  maid,  lotlp^ing  and  eight  reaU  maintenance  for  every  day  she  was  on 
tbt  fmiTo.vif.  (Pirez  Pastor,  l^uevos  Data,  p.  22^.)  She  took  part  in  the 
CarpiM  fcstiral  of  the  same  j^ear  at  Seville,  leaving  the  company  of  Juan 
Jartalaw  Valenciano,  of  which  she  was  then  a  member,  for  this  purpo^. 
(Sandm^Arjona,  Anaiet,  p.  aSj.)  Wc  dn  lut  know  when  i>!?  retired 
iuita  Ihr  Uifce. 

'  f'iagf  fnlTfttnidt,  p.  143. 
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A  number  of  ludicrous  adventures  of  actors  are  relatecf 
by  the  same  author,  of  which  one  may  find  a  place  here : 

We  left  Valencia  on  account  of  a  misfortune  that  befell  us^ 
Solano  and  I — one  on  foot  and  without  a  cloak,  and  the  other  walk- 
ing and  with  only  his  doublet.  We  gave  them  to  a  boy  who  got 
lost  in  the  town,  and  we  were  left  gentlemen  of  the  road.  At  night 
we  arrived  at  a  village,  worn  out  and  with  only  eight  quartos  be- 
tween us.  Without  supper  {sia  las  assadurai) ,  -we  went  to  an  inn 
to  ask  for  lodging,  but  they  told  us  that  they  could  not  provide  for 
us,  iior  could  a  lodging  be  found  anywhere,  because  a  fair  was  being 
held.  Seeing  the  little  chance  there  was  of  our  finding  a  lodging, 
I  resorted  to  a  stratagem.  I  went  to  another  inn  and  represented 
myself  as  a  West  Indian  merchant  (for  you  see  I  resemble  one  in 
the  face).  The  hostess  asked  whether  we  had  any  pack-animals. 
I  replied  that  we  came  in  a  cart  and  that,  while  it  was  coming  with 
our  goods,  she  should  prepare  two  beds  for  us  and  some  supper. 
She  did  so,  and  I  went  to  the  alcalde  of  the  village  and  told  him 
that  a  company  of  players  had  arrived,  on  their  way  throu^,  and 
asked  his  permission  to  give  a  play.  He  inquired  whether  it  was  a 
religious  play,  to  which  I  answered  in  the  affirmative.  Permission 
being  granted,  I  returned  to  the  inn  and  advised  Solano  to  re^ 
view  the  auto  of  "Cain  and  Abel,"  and  then  go  to  a  certain 
place  to  collect  the  money,  for  we  were  going  to  play  that  eve- 
ning. Meanvvhile  I  went  to  hunt  up  a  drum,  made  a  beard  out 
of  a  piece  of  sheepskin,  and  went  through  the  whole  village  pro- 
claiming our  corned ia.  As  there  were  many  people  in  the  pbce, 
we  had  a  large  audience.  This  done,  I  put  by  the  drum,  took  off 
my  beard,  returned  to  the  hostess,  and  told  her  that  my  goods 
were  coming  and  asked  her  for  the  key  of  my  room,  as  I  wanted 
to  lock  them  up.  To  her  question  what  they  were,  I  replied 
spices  (eipeceria).  She  gave  me  the  key,  and  hastening  to  the 
room,  I  stripped  the  sheets  from  the  bed,  took  down  some  old 
gilt  leather  hangings  and  two  or  three  old  cloths,  and  in  order  that 
she  might  not  see  me  descend  the  stairs,  I  made  up  a  bundle,  threw 
it  out  of  the  window,  and  came  down  the  stair  like  a  flash.  As  I 
reached  the  yard,  the  host  called  me  and  said:  "Mr.  Indian,  do  you 
want  to  see  a  comedia  by  some  strolling  players  who  arrived  a  short 
time  ago?    It  is  a  very  good  one."    I  answered,  "Yes,"  and  hurried 
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out  to  hunt  up  the  bundle  of  clothes  with  which  we  were  to  play 
the  farce,  anxious  test  the  host  should  see  it ;  but,  though  I  searched 
everywhere,  I  could  not  find  it.  Seeing  the  misfortune  which  faced 
me,  and  that  my  back  might  suffer  for  it,  I  ran  to  the  place 
(hrrmtta)  where  Solano  was  busy  taking  the  money  and  told  him 
what  had  happened.  He  stopped  "gathering,"  and  we  left  with 
what  he  had  collected.  Consider  now  the  plight  of  all  these  people  I 
Some  without  merchants  or  bedclothes,  the  others  deceived  and 
without  a  comedia!  That  night  wc  traveled  but  little  and  that  on 
the  by-paths.  In  the  morning  we  took  account  of  our  finances  and 
found  wc  had  three  and  a  half  reals,  all  in  small  coppers.  As  you 
see,  we  were  now  rich,  but  not  a  little  timid,  when,  about  a  league 
off,  we  discovered  a  hut,  and,  arriving  there,  we  were  received  with 
wine  in  a  gourd,  milk  in  a  trough,  and  bread  in  a  saddle-bag.  We 
breakfasted  and  left  that  night  for  another  town,  where  we  directly 
took  steps  to  get  something  to  eat.  I  requested  permission  [to  per- 
form], sought  out  two  bed-sheets,  proclaimed  the  eclogue  through  the 
streets,  procured  a  guitar,  invited  the  hostess,  and  told  Solano  to  col- 
lect the  money.  Finally,  the  house  being  full,  I  came  out  to  stng  the 
bailad.  Afuera,  afuera,  aparta,  aparta}  Having  finished  a  couplet^ 
I  could  go  no  further,  and  the  audience  gazed  in  astonishment. 
Then  Solano  began  a  loa  with  which  he  made  some  amends  for  the 
lack  of  music.  I  wrapped  one  of  the  sheets  about  me  and  began 
my  part,  but  when  Solano  appeared  as  God  the  Father,  with  a. 
candle  in  his  hand  and  likewise  enveloped  in  a  sheet,  open  in  the 
middle,  and  besmeared  all  around  his  beard  with  grape-skins,  I 
thought  I  should  die  for  laughter,  while  the  poor  public  (vu/^o) 
wondered  what  had  happened  to  him.  This  being  over,  I  appeared 
as  a  fool  and  recited  my  entremn,  then  continued  with  the  auto, 
and  the  point  arrived  when  I  was  to  kill  the  unhappy  Abel ;  but  I 
had  forgotten  the  knife  with  which  I  was  to  cut  his  throat,  so,  tcar- 
ofi  my  false  beard,  I  cut  his  throat  with  ii.  Hereupon  the  mob 
and  fhoutcd.  I  begged  them  to  pardon  our  shortcomings,  as 
the  company  had  not  yet  arrived.  At  last,  with  all  the  people  in 
an  uproar,  the  host  came  in  and  told  us  that  we  had  better  get  out, 
»nA  thus  avoid  a  sound  drubbing.  Upon  this  good  advice  we  put 
dtstance  between  us,  and  that  same  night  we  left  with  more  than 


'  A  Moorith  batltd  printed  In  the  Ramaneen  Gtnerat,  Madrid, 
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five  reals  which  we  had  taken  in.  After  we  had  spent  this  mon< 
and  had  sold  what  few  effects  we  had,  eating  often  only  the  fungi 
which  we  gathered  on  the  road,  sleeping  on  the  ground,  walking 
barefoot  (not  on  account  of  the  mud,  but  because  we  had  no  shoes), 
helping  the  mule-drivers  to  load  thdr  animals  or  fetching  water  for 
them,  and  living  more  than  four  days  on  turnips,  we  arrived  timidly 
one  night  at  an  inn,  where  four  drivers,  who  were  stopping  for  the 
night,  gave  us  twenty  maravedis  and  a  blood-pudding  (morcilla)  to 
play  a  comedia  for  them.  After  this  hardship  and  misery  we  reached 
the  end  of  our  journey,  Solano  in  doublet,  without  ropilla^  (which 
he  bad  pawned  at  a  tavern),  and  I  bare-legged  and  shirtless,  with 
a  large  straw  hat  full  of  air-holes,  dirty  linen  breeches,  and  jacket 
torn  and  threadbare.  Thus  ragged,  I  determined  to  enter  the 
service  of  a  pastry-cook,  but  Solano  being  a  shrewd  fellow,  did  not 
take  to  any  work,  and  this  was  the  state  of  things  when,  one  day, 
we  heard  a  drum  beat  and  a  boy  announced  the  excellent  comedia 
Los  Amigoi  trocadtii,  to  be  performed  that  night  in  the  town 
hall.  When  I  heard  this  my  eyes  began  to  open.  We  spoke 
to  the  boy,  and,  recognizing  us,  he  dropped  the  drum  and  began 
to  dance  for  joy.  We  asked  him  ^vhcthcr  he  had  any  small 
coin  about  him,  and  he  took  out  what  he  had,  which  was  tied  up 
in  the  end  of  his  shirt.  We  bought  some  bread  and  cheese  and  a 
slice  of  codfish,  and  after  our  repast  he  took  us  to  the  antar 
{who  was  Martinazos).  I  don't  know  whether  it  grieved  him  to 
sec  us  so  ragged,  but  finally  he  embraced  us,  and  after  we  had 
related  all  our  hardships  to  him,  we  dined,  and  he  hade  us  rid 
ourselves  of  our  fleas,  so  that  they  might  not  ding  to  the  costumes, 
for  we  were  to  act  in  the  comedia.  That  night,  in  fact,  we  took 
part,  and  the  next  day  he  made  an  agreement  with  us  to  act  in  his 
company,  each  one  to  receive  three  quartillos  [=:  three  fourths 
of  a  real]  for  each  representation.  He  now  gave  me  a  part  to 
study  in  the  comedia  "The  Resurrection  of  Lazarus,"  and  to  Solano 
the  role  of  the  resurrected  saint.  Every  time  the  comedia  was 
played  the  autor  took  off  a  garment  in  the  dressing-room  and  loaned 
it  to  Solano,  charging  him  especially  to  let  no  fleas  get  into  it. 
When  the  play  was  endci  he  returned  to  the  dressing-room,  took 
off  the  costume,  and  donned  his  old  clothes.    To  me  he  gave  stock- 

*  A  close-fitctng  unbuttoned  tunic  rcachin^rto  the  thighs,  with  open  sleevti 
hanging  from  the  ihoulder,     {Hume,  Philip  IF.,  p,  447.) 
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ings,  shoes,  n  hat  with  plumes,  and  a  long  silk  coat  (say(i)t  beneath 
which  I  wore  iny  linen  breeches  (which  had  been  washed  in  the 
m^mwhile),  and  thus,  as  I  am  such  a  handsome  fellow,  I  came  on 
the  stage  like  a  gewgaw  {brlnquino)  with  my  broad  beaming  face. 
We  continued  this  happy  life  for  more  than  four  weeks,  eating 
little,  traveling  much,  with  the  theatrical  baggage  on  our  backs,  and 
without  ever  making  the  acquaintance  of  a  bed.  Going  in  this  way 
from  one  village  to  another,  it  happened  to  rain  a  good  deal  one 
nrght»  BO,  on  the  next  day,  the  director  told  us — as  it  was  only 
a  short  league  to  where  we  were  going — to  make  a  litter  of 
our  hands  and  carry  his  wife,  while  he  and  the  other  two  men 
would  carry  the  baggage  of  the  company,  the  boy  taking  the 
drum  and  the  other  odds  and  ends.  The  woman  being  quite 
satisfied,  we  made  a  litter  with  our  hands,  and  she  wearing 
a  beard/  we  began  our  journey.  In  this  way  we  reached  our 
destination,  completely  worn  out,  foot-sore  and  covered  with  mud ; 
indeed,  we  were  half  dead,  for  we  were  serving  as  pack-mules. 
Arrived  in  the  village,  the  director  immediately  requested  permis- 
sion to  play,  and  we  acted  the  farce  of  "Lazarus."  My  friend  and 
1  put  on  our  borrowed  clothes,  but  when  we  arrived  at  the  passage 
concerning  the  sepulchcr,  the  director,  who  took  the  part  of  Christ, 
said  several  times  to  Lazarus,  "Arise,  Lazarus!  surge}  surge!"  and 
sering  that  he  did  not  arise,  he  approached  the  sepulchcr,  believing 
that  he  had  fallen  asleep.  He  found,  however,  that  Lazarus  had 
arisen,  body  and  soul,  without  leaving  a  trace  of  the  clothes  behind. 
Not  finding  the  saint,  the  people  were  aroused,  and  it  seeming  that 
%  miracle  had  taken  place,  the  director  was  much  astonished. 
Seeing  the  fix  we  were  in,  and  that  Solano  had  left  without  io' 
forming  me,  I  took  the  road  to  Zaragoza,  without,  however,  finding 
any  trace  of  Solano,  nor  the  director  of  his  clothes,  nor  the  specta- 
tors of  Lazarus,  who,  they  doubtless  thought,  had  ascended  to 
heaven.    I  then  joined  a  good  company  and  gave  up  that  toilsome  lif  e.^ 


As  already  observed,  the  earliest  theatrical  managers  in 
Spain  also  frequently  wrote  the  pieces  played  by  their  com- 
panies, hence  the  name  autor,  which  was  originally  applied 

*  Itojn  nplaii)')  that  a  beard  and  lometiiDra  a  small  maik  was  worn  as 
M  prorcction  to  the  complexian, 

'  tUagt  tstfttemda.  Madrid,  i6oj,  pp.  91-iOT. 
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to  them  and  which  afterward  merely  designated  the  chief 
or  director  of  a  company,  whether  he  wrote  plays  or  not. 
A  manager  who  could  not  write  comedias  for  his  company 
naturally  cast  about  him  for  some  one  who  could  provide 
them,  and  hence  at  an  early  period  we  find  men  traveling 
with  companies  of  players  whose  office  it  was  to  furnish 
comedias.  In  France  at  this  time  we  find  Alexandre 
Hardy,  and  In  England  many  playwrights  wrote  for  Hens- 
lowc's  and  other  companies.  Sometimes  these  dramatists 
were  also  professional  actors;  but  of  this  class  Spain  has 
no  names  among  its  actor-authors  that  will  even  remotely 
compare  with  Shakespeare  or  Moliere.^  Its  greatest 
dramatists  were  churchmen,  not  players.  Indeed,  among 
the  great  Spanish  dramatic  authors  only  one,  Alarcon,  was 
not  a  member  of  the  priesthood.  Of  actors  who  were  also 
playwrights  the  best-known  names  in  Spain  are  Lope  de 
Rueda,  Juan  de  Villegas,  and  Andres  de  Claramontc.* 
In  1589,  when  Lope  de  Vega  had  been  writing  for  the 
public  stage  at  least  three  or  four  years,  we  find  Alonso  del 
Castillo,  an  actor,  making  an  agreement  with  Caspar  de 
Porres,  a  theatrical  manager,  to  work  in  the  company  of 
the  latter  from  December  i,  1589,  till  Shrovetide  of  1591, 
"and  the  said  Alonso  del  Castillo  is  to  furnish  to  the  said 
Caspar  de  Porres  nine  comedias  composed  by  h'ltn^  and 
amongst  them  he  is  to  give  him  the  comedia  Las  Escuehs 

'"Sod  nora  dc  ihiStre  [Moli*re]  parait  pour  |g  premiere  fois  dairi  I'acte 
du  2S  Juin,  I £44,  par  lequd  Daniel  Mallrt,  dan«eur  de  Rouen,  s'eogtg^e 
i  servir  la  troupe  'tant  en  comidie  qur  ballets,'"  etc.  {Soulii,  Rtchtrckti 
ntr  Motih-e,  Paris,  iS£}i  p.  %t.)  It  is  possible  that  Moliere  may  have  seen 
(he  pcrfortnancrs  of  the  company  of  SpaDish  players  headed  by  Pedro  de  la 
Roaa,  which  made  a  tour  through  France  in  164^,  and  which  viaited  Ptrii 
in  that  year.  (Sanchez-Arjana,  Analet,  p.  3x9)  Kosa  again  returned  ta 
Paris  in  1674.  Sebattian  de  Prado  wcii  also  in  the  French  capitiil  with  hit 
company  in  ii6o,  on  the  occasion  of  the  marriage  of  Louis  XTV.  to  Maria 
Teresa,  daughter  of  Philip  IV,  {Ibid,,  p.  J42.)  Moliire  certainly  saw 
the  latter  company,  for  in  the  Regittre  dt  La  Grange,  p.  aa,  after 
"Diroanche  it™*  Juillet,  16601,"  we  read:  "II  vint  en  cei  terns  vne  Troupe 
de  Comediens  Eipagnolz  qui  joua  3  foil  k  Bourbon:  vne  foit  k  detnye  fust, 
la  seconde  fois  k  vn  escu,  et  la  3"*  fois  fist  vn  four." 

"Alonso  de  la  Vega,  a  coDtemporary  of  Lope  de  Ru«da,  asd  also  an 
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de  Athenas,  which  he  is  now  writing,  and  he  is  to  give  them 
to  no  other  person,  until  the  four  years  be  past  which  begin 
with  Shrovetide  of  1591.  He  is  to  receive  five  and  a  half 
reals  for  acting  and  maintenance  every  day  that  he  may  be 
in  the  company  before  he  has  delivered  the  said  comedia. 
On  account  of  the  said  comedias  and  representations  Gas- 
par  de  Porres  will  give  him  food  and  drink  and  clean  linen 
or  two  and  a  half  reals  per  day,  and  is  to  furnish  him 
transportation  and  besides  3200  reals,"  paying  200  reals 
on  account  in  cash.' 

This  remuneration  for  acting  was  by  no  means  liberal. 
Castillo  could  certainly  not  live  extravagantly  even  in  those 
days  on  two  and  a  half  reals  per  day,  the  usual  smallest 
allowance  being  three  reals,  and  when  we  consider  that 
Solano,  an  actor,  in  1595  received  3000  reals  per  year,  it  is 
likely  that  Castillo's  histrionic  ability  was  not  of  a  very 
high  order.  Unfortunately,  we  are  unable  to  judge  of  his 
merits  as  a  playwright,  as  neither  his  Escueias  de  Athenas 
nor  any  other  play  of  his  has  survived,  so  far  as  I  know. 
On  the  other  hand,  3200  reals  for  nine  comedias  by  an 
author  of  no  more  reputation  than  Castillo  was  rather 
liberal,  when  we  remember  that  Lope  de  Vega,  some  years 
after  this,  received  only  500  reals  for  a  comedia. 

It  is  probable  that  the  more  important  theatrical  com- 
panies always  contained  some  one  capable  of  patching 
up  or  remodeling  a  play  to  suit  the  exigencies  of  the 
occasion,  and  while  but  few  cases  are  cited  of  Spanish 

acBor,  wu  the  authoi'  of  three  playi,  which  were  hist  published  at  Valencia 
Im  isM.  On  the  litle-page  he  is  called  "illu»cre  poeta  y  gracioso  repreKn' 
twrntt."  He  wai  a  Sevitlan  by  birth  and  took  part  in  the  Corpus  festival 
IB  dial  dtf  in  ijeo.  Hi}  plays  have  been  republished  by  Sr.  Menindes  y 
PrUfO,  Dfejdrn,  f^j-  Andres  de  la  Vega,  a  wrl!-ltnown  autar  de  come- 
Jimt  nort  than  half  a  century  later,  vta.^  the  author  of  a  convedia  entitled 
5«w  CvIm,  a  manuKFLpt  of  which,  dated  at  Madrid,  March  li,  164a,  it 
warn  in  the  BibEioteca  Nacional.  (Paz  y  Melia,  Catdlago  dt  Camtd'tat 
m*m*ifritM,  No.  joio.) 

"  P**M  Partor,  Nutvat  Dat«f,  p.  3J,  Lope  de  Vega  had  written  a  num- 
tirr  of  coqtfdia*  for  Ga«par  de  pQim  prior  to  this  time.  Sec  my  Lifi  af 
l^p*  dt  ¥*%».  p.  }g. 
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actors  who  could  also  perform  this  function,  we  Icarn  that 
Pedro  de  Pernia,  an  actor  in  the  company  of  Roque  de 
Figueroa,  could,  in  case  of  accident,  furnish  twelve  to 
sixteen  columns  on  short  notice.* 

As  regards  the  relations  between  the  dramatists  and  the 
managers  of  companies,  it  depended  entirely  upon  whether 
the  author  was  one  of  the  well-known  and  recognized  play- 
wrights or  whether  he  was  an  obscure  poet  struggling  for 
recognition.  In  the  former  case  there  was  frequently  great 
rivalry  among  the  autores  de  comedias  to  secure  the  latest 
plays.  Lope  de  Vega,  because  of  some  real  or  fancied 
affront,  had  at  one  time  ( 1614)  refused  to  write  any  come- 
dias for  Hernan  Sanchez  dc  Vargas,  one  of  the  best-known 
actors  and  autores  of  the  time,  while  he  greatly  favored 
Alonso  de  Riquelme,  whom  he  then  provided  with  come- 
dias. Sanchez  even  appealed  to  Lope's  patron,  the  Duke 
of  Sessa,  to  aid  him  in  conciliating  Lope,  while  the  latter 
persisted  in  his  refusal,  alleging  that  Sanchez  had  all  the 
poets  of  Andalusia,  including  Luis  Velez  de  Guevara,  to 
write  for  him,  while  no  poet  would  furnish  comedias  to 
Riquelme,  on  account  of  the  latter's  friendship  for  Lope.* 
On  the  other  hand,  the  nascent,  struggling  poet  was  fre- 
quently treated  with  great  severity  by  the  actors  and  was 
often  subjected  to  the  greatest  indignities  by  both  managers 
and  players.  Cervantes,  who  knew  the  theater  well  and 
who  would  doubtless  have  preferred  to  be  one  of  the 
playwrights  idolized  by  the  mob,  than  be  the  author  of 

*  In  an  fHlremfi  written  by  Quinoaei  dc  Benavente  and  performed  in 
Madrid  by  the  coxtipany  of  Figueroa  in  i6aS  (?),  we  read: 

"{SaU  Pernia,) 
^No  cs  Pernia  iste  que  sate, 
Que  repreMDta,  que  bayla, 
Que  hace  verioa,  que  reined  i  a. 
Si  »u«de  una  dcagracia, 
Doce  6  dlex  y  seis  oolunat 
De  ta  noche  i  la  maiiana?" 
{EntTtmttej,  cd.  RokII,  Madrid,  1S72,  Vol.  I,  p,  1(7. J 
Sec  also  the  itory  related  by  Queredo,  Fida  4*1  gran  Tmtnno,  cap, 

*  Rennitrt,  Lift  »f  Lofit  di  Vtga,  Gtaigpw,  1904,  p.  U3, 


OLLOQUY  OF  THE  DOGS^      iyj 

Don  Quix0te,  tells  a  story  of  one  of  these  poetasters  in  the 
Coloquio  dt  los  Perros :  "Gradually  we  arrived  at  the  house 
of  a  manager  of  plays,  who,  as  far  as  1  recollect,  was  called 
Angulo  the  Bad,  to  distinguish  him  from  another  Angulo, 
not  a  manager  but  an  actor,  the  best  comedian  that  plays 
then  had  and  now  have.  All  the  company  was  assembled 
to  hear  the  play  of  my  master,  .  .  .  and,  in  the  middle  of 
the  first  act,  one  by  one  and  two  by  two  they  all  went  out 
and  departed,  except  the  manager  and  me,  who  served  for 
listeners.  The  play  was  such  that,  although  I  was  an  ass 
in  the  matter  of  poetry.  It  seemed  to  me  that  Satan  himself 
had  composed  it  for  the  total  ruin  of  the  said  poet,  who 
was  already  beginning  to  feel  uneasy  as  he  saw  the  solitude 
in  which  his  audience  had  left  him,  and  it  was  no  wonder 
that  his  prophetic  soul  told  him  within  of  the  calamity  that 
was  threatening  him,  which  was  the  return  of  all  the  actors, 
who  were  more  than  twelve,  and  who,  without  uttering  a 
word,  laid  hold  of  my  poet;  and  if  it  had  not  been  that 
the  authority  of  the  manager,  full  of  entreaties  and  pro- 
tests, interfered,  without  doubt  they  would  have  blanketed 
htm.  I  was  in  consternation  at  the  result,  the  manager  dis- 
gusted, the  players  cheerful,  and  the  poet  fretful.  With 
much  patience,  although  his  face  was  somewhat  contorted, 
he  took  his  play  and  put  it  in  his  bosom,  while,  muttering, 
he  remarked,  'It  ts  not  good  to  cast  pearls  before  swine, ^ 
and  without  saying  a  word  more  he  quietly  went  off."' 

But  if  the  better-known  playwrights  were  not  subjected 
to  personal  insult,  they  nevertheless  frequently  suffered  in 
their  reputations  at  the  hands  of  unscrupulous  theatrical 
directors.  Even  the  greatest  of  them  all.  Lope  dc  Vega, 
frequently  complains  of  his  treatment  by  them.  In  the 
dedication  of  his  comedia  Los  Muertos  vivos*  to  the 

*  EMtmftary  NovtU,  rraailated  by  N.  MaccoM,  Cilaifrow,  190a,  Vol.  II, 
p.  aoa.  S«f  alio  Caitilla  Saldrzano,  Avtnturat  del  BaehilUr  Trapata, 
cl>«f>.  zv,  ed.  of  Madrid,  r90j  (La  Enciclopcdis  Moderna),  pp.  3]4  S.,  tnd 
Lm  Gmdu*A  dt  StvilU,  Dear  tbe  end- 

'Printed  in  Fart  XVII  of  lib  Comedias.  Madrid,  t6at. 
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dramatic  poet  Salucio  del  Poyo,  Lope  expresses  himself 
concerning  the  dishonest  practices  of  theatrical  managers. 
After  alluding  In  very  flattering  phrases  to  the  fame  ac- 
quired by  Poyo,  he  says  that  this  is,  in  another  sense,  a 
misfortune  for  the  dramatist,  "as,  on  account  of  the  good 
reputation  which  you  have  in  this  capital,  the  theatrical 
managers,  when  they  have  any  comcdia  whatever  with  the 
author  of  which  they  are  not  satisfied,  adorn  their  placards 
with  your  name,  and  since  most  of  these  comedias,  being 
written  by  some  ignorant  fellow,  are  detestable,  you  would 
lose  much  reputation  among  those  who  know,  if  the  injury 
and  its  discovery  did  not  reach  those  who  esteem  you 
at  the  same  time."  He  adds  that  "a  poor  comedia, 
after  it  has  run  the  gauntlet  of  villages,  servants,  and  men 
who  live  by  stealing  them  and  adding  to  them,  is  so  dis- 
figured as  to  be  scarcely  recognizable." ' 

But  the  dramatist  had  other  difficulties  to  contend  with 
besides  the  unscrupulousness  of  theatrical  directors;  I 
allude  to  the  dishonest  practices  of  booksellers  who  issued 
pirated  editions  of  the  comedias,  to  the  great  detriment  of 
the  poet's  reputation.^  That  the  playwright  suffered  any 
financial  loss  through  these  fraudulent  versions  issued  by 
the  booksellers  is  not  very  likely,  for  the  plays  were  sold 
by  their  authors  to  the  managers  of  companies,  except  per- 
haps in  the  rare  cases  of  playwrights  like  Andres  de  Clara- 
monte  and  Juan  de  Villegas,  who  were  also  actors  and 

'life  of  Lope  de  Vega,  pp.  293,  394-  See  al»  the  Prologue  M  Lope'i 
Part  XVn  {ibid.,  p.  391),  in  which  he  complaini  bittetl^  of  the  trlcla 
and  deceptions  of  bookMlleri  and  theatrical  managen. 

'Lope  de  Vega,  aa  is  well  known,  complained  of  the  piratical  bookselleri 
in  hii  Peregrine  {1604)  and  lastly  in  hia  Doretea  (1632),  {See  my  Lift  tf 
Lope  de  Vega,  pp.  ijS,  144.)  So  Montalvan  in  the  Prologo  to  the  fint 
Volume  of  hi>  Comtdiai,  Madrid,  1635,  ii  eiprcially  bitter  sj^alnst  the 
bookiellera  of  Seville,  "doftdt  bo  ay  tibro  agene  jjue  no  re  imprima"  and 
iays  that  they  cut  the  comedias  down  to  four  pUe^st  although  eight  tnajr 
be  necessary,  and  that  they  issue  from  the  press  full  of  errors^  barb«risiii\ 
lies,  and  nonsense.  Calderon  also  frequently  deplores  their  practicrf. 
It  is  a  curious  fact  that  a  comedia  of  Lope,  Sin  Stereto  no  ay  Amor,  circu- 
lated as  a  juflta  under  the  name  of  Montalvan,  a  disciple  of  Lope. 
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directed  their  own  companies.  Having  bought  a  play 
from  its  author,  it  was  of  course  to  the  interest  of  the  pur- 
chasing manager  to  prevent  its  appearing  in  print  and  thus 
becoming  common  property.  Besides,  plays  were  often 
acquired  surreptitiously  by  some  individual  possessing  a 
good  memory,  who  visited  the  theater  and  noted  down  what 
he  could,  filling  in  the  rest  from  memory  or  de  su  cosecha, 
and  then  disposing  of  them  to  some  bookseller  or  theatrical 
manager.  Lope  de  Vega  alludes  with  bitterness  to  the 
pirated  versions  of  his  plays  as  early  as  1603,  in  the  Pro- 
logue to  El  Peregrino  en  su  Patria,  and  frequently  there- 
after, notably  in  1620  in  the  Prologue  to  Part  XIII  of  his 
Comediai.  He  says:  "...  To  this  must  be  added  the 
stealing  of  comedias  by  those  whom  the  vulgar  call,  the  one 
Memorilla,  and  the  other  Gran  Memoria,  who,  with  the 
few  verses  which  they  learn,  mingle  an  infinity  of  their  own 
barbarous  lines^  whereby  they  earn  a  living,  selling  them 
to  the  villages  and  to  distant  theatrical  managers;  base 
people  these,  without  a  calling,  and  many  of  whom  have 
been  jail-birds.  I  should  like  to  rid  myself  of  the  care  of 
publishing  these  plays,  but  I  cannot,  for  they  print  them 
with  my  name  while  they  are  the  work  of  the  pseudo-poets 
of  whom  I  have  spoken.  Receive  then,  Reader,  this  Part, 
corrected  as  well  as  it  was  possible  to  do  it,  and  with  my 
good  will,  for  the  only  interest  it  has  is  that  you  may  read 
these  comedias  with  less  errors,  and  that  you  may  not 
bdicve  that  there  is  any  one  in  the  world  who  can  note 
down  a  comedia  from  memory,  on  seeing  it  represented; 
and  if  there  were  such  a  person  I  should  praise  him  and 
Citeein  him  as  standing  alone  with  this  power,  even  though 
be  thould  lack  understanding,  for  seldom  are  they  found 
together,  as  philosophers  declare  and  as  experience  con- 
firms."* 

A  curious  instance  of  this  filching  of  plays,  of  which  he 
wa*  an  eye-witness,  is  related  by  Suarez  de  Figueroa: 
*Uff  of  tape  dt  Vtga,  p.  271, 
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"There  is  at  present  in  Madrid  a  young  man  of  remarka!>!e 
memory,  named  Luis  Remirez  de  Arellano,  a  native  of 
Villaescusa  de  Haro  and  the  son  of  noble  parents.  This 
person  takes  from  memory  an  entire  comedia  on  hearing  it 
three  times,  without  the  slightest  variation  either  in  plot 
or  verses.  The  first  day  he  devotes  to  the  general  dispo- 
sition of  the  plot,  the  second  to  the  variety  of  the  composi- 
tion, and  the  third  to  the  exactness  of  the  verses.  In  this 
manner  he  commits  to  memory  any  comedia  he  desires. 
He  thus  noted  down  in  particular  La  Dama  Soba,  El  Prin- 
cipe perfeto,  and  La  Arcadia  [all  comedias  by  Lope  de 
Vega],  besides  others.  Being  present  on  one  occasion, 
listening  to  El  Galan  de  la  Membrilla  [also  by  Lope], 
which  was  being  represented  by  the  company  of  Sanchez, 
the  latter  began  to  interrupt  the  argument  and  cut  short 
the  speeches  so  obviously  that,  being  questioned  as  to  the 
cause  of  this  hastening  and  mutilation  of  the  play,  he  re- 
plied publicly  that  some  one  was  present  in  the  audience 
(and  he  pointed  him  out)  who  in  three  days  took  down 
from  memory  any  comedia,  and  that  he  recited  the  comedia 
thus  badly  for  fear  that  he  might  wrongfully  get  posses- 
sion of  it.  Hereupon  there  was  great  excitement  among 
the  auditors,  who  requested  that  the  play  be  stopped  until 
Luis  Remirez  left  the  theater."* 


^  PlaKa  universal  de  tadai  Cunrias  y  Artes,  Ptrpinan,  16 jo,  f»p.  2$4.ifs. 
Esjiinel  had  mentioned  this  Rctnircz  years  before,  in  his  Marcot  dt  Ohrt- 
gon,  ed.  of  Barcelona,  i6«S,  fol.  240,  where  he  *ay»;  "There  »  a  yoang 
man  in  Madrid  named  Luy»  Remirez,  who,  on  seeiag  any  comedia  rtpre* 
ttcnted,  can  go  home  and  write  down  the  whole  of  ii  without  misung  a 
letter  or  mistalcing  a  verse,"  This  Luis  Ramirez  was  also  a  poet.  Moa- 
talvan  says  of  him;  "Luis  Ramirez,  Poeta  elegante,  vizarro,  y  conceptiioM 
con  muchisimo  eatremo,  y  de  tan  rara  y  prodigiosa  memoria,  qur  de  oir 
una  o  dos  vttei  una  comedia,  la  repite  toda  enters,  coia  que  no  se  hi 
comado  jamas  de  ninKun  antiguo,  ni  modcrno."  {Para  Todos,  Madrid, 
164s.  Prologue;  see  also  ib'td.,  fol.  373,  verso.  On  the  stealing  of  Moti- 
talvao's  plays,  see  ibid,.  Prologue.)  Matone,  Hhlorical  Account  of  tkt 
Engilih  Stage,  Baail,  tSoi,  p.  ijS,  remarks:  "It  was  a  foiBmon  praaice  10 
carry  tablf-book*  to  the  theater,  and  either  from  curiosity,  or  enmity  10  the 
author,  or  some  other  motive,  to  write  down  passages  of  the  pla/  that  wis 
repretcnted;  and  there  is  reason  to  believe  that  the  imperfect  and  mutilated 
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As  to  the  honorarium  received  by  dramatic  poetSj  it  of 
course  varied  greatly,  depending  upon  the  popularity  and 
reputation  of  the  writer.  Moreover,  about  the  middle  of 
the  seventeenth  century  comedias  commanded  a  much 
higher  price  than  was  paid  for  them  at  the  beginning  of 
that  period.  This,  however,  is  doubtless  due  in  no  small 
measure  to  the  great  depreciation  in  the  value  of  money 
during  the  reign  of  Philip  the  Fourth.  In  1601  Lope  de 
Vega,  then  the  undisputed  ruler  of  the  Spanish  stage,  re- 
ceived 500  reals  for  his  comedia  La  hermosa  Alfreda,  and 
we  may  assume  that  this  was  the  customary  sum  paid  to  the 
most  prominent  playwrights  at  this  time  and  for  some 
years  thereafter,  while  the  average  sum  received  by  Lope 
for  an  auto  was  300  reals.'  In  1625  Pedro  dc  Valdes,  a 
theatrical  manager,  paid  460  reals  for  Guillen  de  Castro's 
Las  Maraviilas  de  BabHonia,^  in  1627  Andres  de  la  Vega 
sold  to  Hernan  Sanchez  de  Vargas  eight  comedias  for 
3600  reals,*  and  in  1633  *^^  dramatist  Don  Rodrigo  de 
Herrcra  sold  to  Juan  Martinez,  theatrical  manager,  his 
comedia  Castigar  par  Defender  for  700  reals  "vellon,"* 
and  the  same  poet,  in  his  last  will  and  testament,  dated  at 
Madrid,  December  14,  1657,  declared  that  600  reals  were 

coptM  <rf  vat  or  t-vta  of  Shalceipcare'i  dramas,  which  are  yet  extant,  were 
taken  down  by  the  ear  or  in  thorthand  during  the  exhibition." 

'A*  we  thaM  lee  hereafter,  four  autot  tacramftttaht  were  represented 
■aoually  in  Madrid  at  the  festival  of  Corpus  Christi,  Lope's  services  were 
•Im  gmtly  in  drmaad  for  this  species  of  dramatic  compo»LCian,  and  in 
t<oS  be  wrote  the  four  autot  represented  at  Madrid  in  that  year.  They 
were:  Et  AduUtrio  de  la  Etpoia,  El  Cahaltero  dt}  Fenix,  Loi  Coiamitnlot 
it  J»iefh,  and  La  NintK  de  Cristo.  (Pirez  Pastor,  BuU.  Uiipaniqut 
(1907).  p.  Vt^)  In  liii  Lope  de  Vega  received  1200  reais  for  the  four 
mmt9*  which  he  wrote  for  the  Corpu»  festival  at  Seville  of  that  year. 
(SaAciieT-Arjotia,  Aiialei,  p.  149.)  Calderon,  Spain's  relifEious  poet  par 
fzttlUutt,  received  much  larfter  turns  after  the  middle  of  the  seventeenth 
mKiiry  (or  hti  Atitot.     (See  below,  pp.  3X0,  311.) 

•  P*re«  P»»ior,  fiurvQt  Datos,  p.  209. 

*  thid..  ft.  aij.  It  is  probable  that  in  these  instance!)  a  larger  num  had 
bees  paid  for  iheae  comedias  originally,  inasmuch  a«  when  these  lalei  look 
§tuet  llM  play*  had  already  been  acted  upon  the  stage,  and  it  was  the 
mtw»  oooMdia  which  waa  always  in  greateet  demand. 

*lkid^  p.  a%i. 
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still  due  him  for  his  comedia  Lo  Cauteloso  de  un  Guante  y 
Confusion  de  un  Papei,  for  which  he  had  received  200 
reals  on  account,  as  800  reals  was  the  sum  that  he  had, 
received  for  the  other  comedias  he  had  written.* 

Concerning  the  honorarium  received  by  English  pla^ 
Wrights  in  the  time  of  Shakespeare,  it  seems  to  have  been 
greater  than  the  sums  paid  Spanish  poets,  when  the  rela- 
tive reputations  of  the  writers  are  considered.  Malone 
says :  "The  customary  price  of  the  copy  of  a  play  in  the  time 
of  Shakespeare  appears  to  have  been  twenty  nobles  or  six 
pounds  thirteen  shillings  and  fourpence."'  In  some  cases 
it  seems  that  the  poet  received  the  profits  of  the  second  or 
third  performance  of  his  play.  The  same  writer  says: 
"From  D'Avenant,  indeed,  we  learn  that  in  the  latter  part 
of  the  reign  of  Queen  Elizabeth  the  poet  had  his  benefit  on 
the  second  day.  As  it  was  the  general  practice  in  the  time 
of  Shakespeare  to  sell  the  copy  of  the  play  to  the  theater, 
I  imagine^  in  such  cases,  an  author  derived  no  other  advan* 
tage  from  his  piece  than  what  arose  from  the  sale  of  it. 
Sometimes,  however,  he  found  it  more  beneficial  to  retain 
the  copyright  in  his  own  hands;  and  when  he  did  so,  I 
suppose  he  had  a  benefit.  It  is  certain  that  the  giving 
authors  the  profits  of  the  third  exhibition  of  their  play, 
which  seems  to  have  been  the  usual  mode  during  a  great 
part  of  the  seventeenth  century,  was  an  established  custom 
in  the  year  161 2,  for  Dekker,  in  the  prologue  to  one  of  his 
comedies,  printed  in  that  year,  speaks  of  the  poet's  third 
day."^    He  further  adds :  "When  an  author  sold  hts  piece 

'P^rta  Pastor,  Bibiiografia  Madrihha,  Part  10,  Madrid,  1907,  p.  jM. 
'  Hhtorical  Account  of  the  Ettglitk  Stage,  Basil,  1800,  p.  178, 
' /iiV.^  pp.  171,  J73.  Hent!o<u!e's  Diary  ([ives  the  most  authcRtic  infoi" 
tnation  conceroiDg  the  sums  received  by  playwrights  for  <their  piece*.  Ib 
1598  Michael  Drayton  received  JE6  for  the  play  of  H'iiliam  Longno9rd- 
The  entry  is  as  follows:  "I  reccued  forty  shillings  of  m'  Phillip  Hinskwt 
in  part  of  vi'^  for  the  playe  of  Willm  longsword  to  be  deliu''d  p''<KDt  w*^  i 
or  three  dayes  the  xxi'h  of  January  ]  1598  |.  Mih  Drayton."  {Hentl«v>f'i 
Diary,  ed.  Greg,  Part  I,  1904,  p.  jg.)  In  rj^S  Anthony  Munday  receiTrd 
£$  for  Rohin  Hood:  "Layd  owt  utito  antony  jnonday  the  i;  of  fcbreair 
1598   for   a  playe  boocke  called   the   firste   parte  of  Robyne   hoode,   vO." 
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le  sharers  or  proprietors  of  a  theater,  it  could  not  be 
performed  by  any  other  company,  and  remained  for  sev- 
eral years  unpublished;  when  that  was  not  the  case,  he 
printed  tt  for  sale,  to  which  many  seem  to  have  been  in- 

{Ibid.,  p.  g].)  The  same  amount  -wai  paid  for  the  second  part  of  Rohin 
Hood,  which  seems  to  have  beeo  written  by  Munday,  Chettle,  and  Shaw 
{ibid.,  p.  84J,  while  Drayton,  Dekker,  and  Chettle  recrived  £4.  51.  for 
"(be  famos  wares  of  henry  the  fyrate  k  the  prynce  of  walles"  {ihid,, 
p.  85)^  though  a  payment  on  accoutit  may  have  been  previously  made. 
Again,  in  1598,  Drayton,  Dekker,  Chertle,  and  Wilson  received  £6  "for 
(be  boocke  of  goodwine  &  hit  iii  «onnei"  {ibid.,  p.  Sj),  and  Richard 
Ha(htiraye  KCeived  £5  for  "his  boocke  of  kjnge  arthorc"  (ibid.,  pp.  S6, 
%-j).  In  1S99  Dekker  received  £6  for  his  History  of  Fortunatuf  {ibid., 
pp.  114,  iij),  an{l  io  1601  he  was  paid  the  same  sum  for  Kytige  Sebattian 
«f  pvrtyngatt,  while  io  1601  Thomas  Haywood  received  £6  for  A  Woman 
kilted  viith  Kindnett  {ibid.,  p.  1S9),  10  that  £6  seemi  to  have  been  the 
usual  price  for  a  play  at  the  beginning  of  the  seventeenth  century.  The 
fotlowing;  lucid  statemeat  of  the  matter  is  given  by  Greg  {Hin$l)>v>€'i 
Diatf,  II,  p.  lafi)  ;  "For  the  earlier  period,  that  is,  down  to  iS97i  we 
rnrtirely  lack  evidence  upon  the  lubjeet,  atict  in  the  absence  of  any  reason- 
able bafia,  conjecture  would  be  worse  than  useless.  From  the  end  of  ($97 
onward,  we  have,  on  the  contrary,  very  full  evidence,  which  shows  that 
the  ium*  paid  to  authors  were  gradually  rising.  This  was  otily  part  of 
the  general  rise  iii  prices  during  this  period,  due  to  the  steady  deprecia- 
tion of  money  consequent  upon  the  continued  influx  of  the  precious  metals 
from  the  New  World,  The  earliest  pby  for  which  we  have  coitiplete 
records  ii  htotker  Redcap,  for  which  Drayton  and  Munday  received  £i 
in  full.  This  appears  to  have  been  the  usual  sum,  ihougb  it  is  probable 
tkat  in  some  cases  not  more  than  £5  was  given,  as  (or  each  part  of  Robin 
Htod.  The  first  part  of  Black  Baldman  was  bought  for  £7,  but  for  Part 
tl  the  authors  only  got  the  usual  sum  of  £6,  This  continued  the  standard 
for  a  long  time,  with  occasional  variations  of  £j  on  the  one  hand  and  £7 
on  the  other.  We  suddenly  find  Chapman  receiving  £8.10  for  his  IVorld 
raw  AH  fVhf*l$,  though  this  may  possibly  include  a  payment  for  another 
piece.  Chapman  appears,  however,  to  have  commanded  prices  rather 
above  the  average,  and  Dekker  and  Jonson  received  £!  for  Pag'  of 
Pttmouik.  Prices  now  begin  to  fluctuate  considerably.  Day  and  Haugh- 
MM  •aly  get  £5  for  Cox  af  Cellumpton  and  Tftomai  Mtrry,  respectively, 
kM  the  authors  of  Sir  John  Otdcattle  get  £7  for  each  part,  besides  a 
hmu  of  to/,  on  the  occasion  of  the  first  performance,  and  Wilson  £8  for 
f  Hfmrp  Riikmond,  a  play  of  which  the  first  part  it  not  recorded.  The 
Uf^icat  price  entered  [in  the  Diory']  also  appears  about  this  time,  namely, 
the  £to  paid  for  Patifnl  Griftfi  (Dekker).  It  is,  however,  pretty  certain 
that,  though  the  company  authorized  the  expenditure  of  sums  amounting 
w  ikia  Ktal,  the  authors  did  not  really  get  them,  but  only  £&  most  likely. 
TW  prices  drop  again,  moreover,  to  something  between  £;  and  £7  tilt 
alwwi  May,  )6oz,  when  £i  begins  to  be  a  not  infrequent  price,  This  sum 
was  obtained  by  the  sis  or  more  playwrights  concerned  in  Cxtar'i  Fait 
■ftd  the  thre^  who  sufficed  to  compose  Merry  at  may  be  for  court.  The 
prWa  paid  by  Worcester's  men  are  exactly  the  same,  and  tt  may  be  said 
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duced  from  an  apprehension  that  an  imperfect  copy  might 
be  issued  from  the  press  without  their  consent."' 

It  may  be  observed  that  the  custom  then  prevalent  in 
England,  of  two  or  three  or  even  more  authors  collaborat- 
ing in  the  production  of  a  play,  was  also  common  in  Spain. 
Mira  de  Mescua  claims  to  have  been  the  first  to  introduce 
this  practice  among  his  fellow-playwrights : 


Porque  soy  el  que  ha  mvent^do 
£1  componer  de  consuna.* 


9i 


That  three  poets  should  collaborate  in  writing  a  comedia, 
each  undertaking  an  act,  was  not  infrequent;  in  the  comedia 
La  Luna  Africana,^  eight  "ingenios"  took  a  hand,  while  La 
Conquista  de  Toledo  y  Rey  Don  Alfonso  el  VL  was  written 
by  eight  wits  in  three  hours,*  and  it  took  no  less  than  nine 
poets  to  write  Algunas  Hazmas  de  las  muchas  de  Don 
Garcia  Hurtado  de  Mendoza,  Marques  de  Cahete.^  They 
were;  Mira  de  Amescua,  the  Conde  del  Basto,  Luis  dc 
Belmonte,  Juan  Ruiz  de  Alarcon,  Luis  Velez  de  Guevara, 
Fernando  de  Ludena,  Jacinto  de  Herrera,  Diego  de  Ville- 
gas,  and  Guillen  dc  Castro,  any  one  of  whom  alone  (with 
the  exception,  perhaps,  of  the  Conde  del  Basto)  could 
doubtless  have  written  a  better  play, 

throughout  the  standard  {irire  remaini  £6,  but  that  while  id  the  earlier 
period  £;  ii  not  uncominon,  toward  the  end  paymcDti  of  £■)  and  even  £( 
became  comparatively  frequent.  A  dfcade  later  prices  had  risen  greatly. 
A  third-rate  poet  like  Daborne,  evidently  deep  in  Hen<)owe'>  Coils,  g^n 
£10  to  £20  a  play,  and  is  con^camiy  ssicninK  in  hit  correapondence  that 
he  can  get  £2$  elsewhere." 

'  Historical  Account  of  the  English  Stage,  p,  175, 

*  ComeJiai  dt  D,  Juan  Ruie  Je  Alarcon  y  MeaJota,  ed.  Hantenbuich. 
p.  ixxiii  {Bib,  de  Aut.  Etfi.,  Tomo  XX), 

'  Paz  y  Melia,  Catdhge,  No.  1929. 

*lhid.,  No.  6X4. 

'Publiihed  in  Comedias  de  Alarcon.  ed.  Hartxenbuich,  pp.  48^  ff. 


CHAPTER  IX 

The  salaries  of  actors  in  the  sixteenth  and  seventeenth  centuries. 
Mana^rs  turn  actors.  Corrales  in  various  cities.  Valencia  as  a 
theatrical  center.  It  is  visited  by  players  from  Madrid.  Sums 
received  by  managers  for  the  performance  of  a  comedia.  For 
antes  sacramentales.  Receipts  of  a  representation.  The  rental 
of  the  corrales. 

Actors  were  generally  engaged  by  the  managers  of  com* 
panics  for  a  period  of  one  or  two  years,  beginning  at 
Shrovetide  or  Ash  Wednesday.  They  were  paid  every 
evening,  as  soon  as  the  play  was  over,  unless  there  was  an 
express  agreement  to  the  contrary.  In  the  comedia  El 
mejor  Representante :  San  Gines,  by  Cancer,  Rosete,  and 
Martinez  de  Meneses,  we  read: 

Know  that  every  night  the  player 
Gets  the  wages  which  he  earneth ; 
This  the  autor  pays,  if  even 
In  the  chest  there  be  no  money.^ 

The  salaries  of  actors  varied  greatly,  of  course,  accord- 
ing to  their  skill  and  proficiency,  or  the  power  they  pos- 
sessed of  attracting  an  audience.  Thanks  to  the  investiga- 
tions of  that  indefatigable  scholar,  Dr.  Cristobal  Perez 
Pastor,  to  whom  we  owe  nearly  everything  that  has  been 
added  to  our  knowledge  of  the  old  Madrid  stage  during 

'"Un  repreteoUDte  cobra 
Cada  noche  lo  que  gana, 
Y  el  Autor  paga,  aunque 
No  ay  dinero  en  la  caxa." 
{Comedies  Etcogidat,  Vol.  XXIX,  i(6S,  p.  199.) 
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the  last  half-century,  we  now  possess  a  mass  of  material 
concerning  the  actors  of  the  latter  part  of  the  sixteenth 
and  the  whole  seventeenth  century  which  is  of  the  greatest 
interest  and  importance.  Among  the  documents;  collected 
in  his  -various  publications  are  many  contracts  and  agree- 
ments between  managers  and  actors  which  give  us  all  de- 
sirable information  in  regard  to  the  salaries  received  by 
players.  As  we  know  little  or  nothing  concerning  the  rela- 
tive merits  of  the  vast  majority  of  these  more  than  eighteen 
hundred  actors,  it  would  be  useless  to  specify  any  save 
those  who  occupied  the  most  prominent  positions  in  their 
profession  or  whose  names  are  best  known  in  the  annals 
of  the  Spanish  stage. 

It  is  interesting,  however,  to  give  the  earliest  case  cited 
by  Dr.  Perez  Pastor,  under  the  year  1574,  a  time  when 
neither  the  Corral  de  la  Cruz  nor  the  Corral  del  Principe 
had  yet  been  established  in  Madrid.  On  May  17,  1574, 
Juan  de  Sigura,  an  actor,  agreed  to  work  in  the  company  of 
Jeronimo  Velazquez,  "from  to-day  until  Shrovetide  of 
1575,  for  the  sum  of  100  ducats  [=^  iioo  reals],  and 
besides  he  is  to  receive  food,  drink,  and  lodging,  and  ta 
have  his  clothes  washed,  and  is  to  be  conveyed  on  horse- 
back, whenever  necessary.  And  if  the  said  Sigura  should 
absent  himself  from  the  company  during  the  said  time,  the 
autor  [Velazquez]  piay  seek  another  actor  in  the  place  of 
the  said  Sigura,  and  the  latter  shall  pay  the  costs  and  be- 
sides a  ducat  for  every  auto  or  comedia  which  he  may 
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In  May,  1595,  Agustln  Solano,  a  well-known  actor  and 
one  of  the  interlocutors  in  the  Viage  entretenido  of  Rojas 
(1603),  agrees  to  work  in  the  company  of  Caspar  de 
Porres  for  two  years,  from  Shrovetide  to  Shrovetide,  act- 
ing such  parts  as  may  be  assigned  to  him,  and  to  receive 
3000  reals  per  year.* 

Generally,  besides  the  amount  to  be  received  for  acting, 

*  Nuevos  Dat9t,  p.  334.  ■  Ibid.,  p.  43. 
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an  additional  sum  was  stipulated  for  the  maintenance  of 
the  player,  and  in  earlier  times  it  was  also  expressly  stated 
that  the  player  was  to  be  provided  with  clean  linen,  as 
when,  in  1595,  Jusephe  Gonzaltz,  actor,  and  his  wife 
Luisa  Benzon  are  to  receive,  in  addition  to  their  wage, 
"one  doubloon  each  year  to  wash  their  clothes,  as  is  cus- 
tomary, and  as  other  managers  give,  besides  mules  and  a 
cart  for  them  and  their  baggage,  when  they  leave  the 
court. "^ 

Minors  were  frequently  bound  out  to  the  managers  of 
companies  for  a  term  of  years,  as  when  Francisco  Orttz, 
in  May,  1600,  was  placed  with  Caspar  de  Porres  for  four 
years,  "to  serve  him  and  help  him  in  his  farces  and  autos 
lA  everything  which  may  be  required,  as  well  in  private  as 
in  public  representations,  and  the  said  Caspar  de  Porres  is 
to  clothe,  feed,  and  shoe  him,  and  furnish  whatever  else 
may  be  necessary,  and  to  take  care  of  him  in  his  illness, 
and  to  provide  lodging  and  clean  clothes,  and  to  furnish 
transportation  when  the  company  leaves  Madrid,  for 
which,  at  the  end  of  the  said  time,  he  [Ortiz]  is  to  receive 
90  ducats."'  This  is  probably  the  Francisco  Ortiz  whom 
we  find  in  1617  as  manager  of  a  company.^ 

A  list  of  some  of  the  more  prominent  players  and  their 
sa.laries  here  follows: 

On  February  26,  1602,  Agustin  de  Rojas  (author  of  the 
Fiaffe  enfretenido)  agrees  to  act  in  the  company  of  Miguel 
Ramirez  (an  interlocutor  in  the  Entertaining  Journey) 
from  that  date  until  Shrovetide,  1603,  for  2800  reals.* 

In  March,  1604,  Miguel  Ruiz  and  his  wife,  the  cele- 
brated Baltasara  de  los  Reyes  (called  la  Baltasara)^ 
agreed  to  act  in  the  company  of  Caspar  de  Porres  for  one 
year,  receiving  16  reals  for  each  performance  and  6  reals 
daily  for  maintenance,  besides  traveling  expenses,'* 

In  September,  1604,  Juan  de  Angulo  is  engaged  to  act 


V 


*  liid^.  p.  jQ. 
*lhid.,  p.  J51, 


V*<V..  p.  5 J. 
*  Ibid.,  p.  84. 


'  Ibid.,  p.  ttii. 
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in  the  company  of  Antonio  Granado  for  one  year,  receiv- 
ing 5  reals  daily  for  each  representation  and  3  reals  for 
maintenance.^ 

1606:  Juan  Catalan  and  his  wife  Mariana  de  Guevara 
were  engaged  by  Alonso  Riquelme  for  one  year  from 
Shrovetide  to  Shrovetide,  "to  sing,  act,  and  help  in  the 
entremeses,"  receiving  15  reaJs  for  each  performance,  be- 
sides 6  reals  daily  for  maintenance,  while  Agustln  Coroncl 
is  to  receive  from  the  same  auior  7  reals  for  each,  repre- 
sentation, besides  4  reals  daily  for  maintenance.  Diego 
Lopez  Basurto,  a  famous  comic  actor  (gracioso),  joined 
the  same  company,  receiving  9  reals  for  each  performance 
and  3  reals  daily  for  maintenance.^ 

1 610:  Luis  Alvarez  and  his  wife  Mariana  de  Herbias 
agreed  to  act  in  the  company  of  Alonso  Riquelme  for  one 
year  from  Shrovetide,  1610.  "To  Mariana  Herbias  are 
to  be  assigned  all  the  parts  formerly  played  by  Lucia  de 
Salcedo,  for  she  takes  the  latter's  place,  and  in  the  new 
comedias  she  Is  to  share  the  principal  roles  with  another 
actress.  They  are  to  receive  22  reals  for  each  representa- 
tion and  10  reals  daily  for  maintenance,*'^ 

161 1 :  Pedro  Llorente  and  his  wife  Maria  de  Morales 
agreed  to  act  in  the  company  of  Tomas  Fernandez  de 
Cabredo  for  one  year,  receiving  20  reals  for  each  perform- 
ance, 8  reals  for  maintenance^  besides  traveling  expense* 
for  the  couple  and  a  servant.^ 

1 614:  Luis  Quinones  engaged  for  one  year  to  sing 
either  solos  or  accompanied,  in  the  troupe  of  Pedro  de 
Valdes,  receiving  14  reals  for  each  representation,  6^2 
reals  for  maintenance,  and  300  reals  for  Corpus.     Abo 

'  NuevoM  Dat9i,  p.  ]j5.  Thii  was  probably  the  "Angulo,  ei  maio,"  who 
afterward  became  director  of  a  company  and  who  is  mentioned  by  Cer- 
vantes. See  Don  Quixote,  ed.  Cleinencin,  Vol.  IV,  p.  190,  and  also  Numti 
Detot,  p.  1 69,  where  Juan  de  Angulo  and  Bernarda  Gonzalez,  his  wife,  re- 
ceived (in  1619}  la  reals  for  each  performance  and  6  reals  daily  formiio- 
tcnance,  beiidei  "the  cuiioroary  amount  for  the  Corpus  {catival"  aai 
trausportatioD. 

*1M.,  p,  93,  ^ Ibid.,  p.  iiS.  'Ibid.,  p.  ia{. 
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Juan  de  VilUnueva,  to  receive  lo  reals  for  each  perform- 
ance and  4  for  maintenance.^  Juan  de  Graxales  and  his  wife 
Catalina  de  Peralta  agreed  to  act  in  the  company  of  Alonso 
de  Villalba;  they  are  to  receive  zi  reals  for  each  repre- 
sentation, 8  reals  for  maintenance,  and  2  2  ducats  for  the 
octave  of  Corpus,  besides  traveling  expenses  and  costumes.' 
1619:  Francisco  de  Castro  Is  to  receive  from  Tomas 
Fernandez,  besides  his  pay,  transportation  for  himself  and 
wife,  and  if  the  latter  do  not  accompany  him,  she  is  to 
receive  several  pairs  of  silk  stockings.*  Alonso  Fernandez 
de  Guardo  and  his  wife  Ana  Cabello  agreed  to  act  In  the 
company  of  Fernan  Sanchez,  de  Vargas  for  one  year,  "giv- 
ing to  the  said  Ana  Cabello  the  first  parts,  of  which  she 
may  not  be  deprived,  for  this  is  the  especial  agreement." 
They  received  24  reals  for  each  performance,  10  reals  for 
maintenance,  and  400  reals  for  the  Corpus  festival,  and 
traveling  expenses  for  the  couple  and  servant.  Bartolome 
de  Robles  and  his  wife  Mariana  de  Guevara  are  to  go 
with  Maria  Lopez  to  represent  four  comedias  In  the  town 
of  Bucndia,  receiving  food  and  lodging  and  1080  reals; 

I  700  for  the  married  couple  and  380  for  Maria  Lopez.* 
Pedro  Garcia  de  Salinas  (a  famous  comic  actor)  and  his 
wife  Jeronima  de  Valcaxar  are  to  act  for  two  years  in  the 
company   of   Sanchez,    beginning   at    Shrovetide,    1619; 

1  Salinas  to  play  the  part  of  gracioso,  and  Jeronima  second 
women's  roles,  receiving  24  reals  for  each  representation 

I  and  8  reals  for  maintenance,  besides  traveling  expenses  and 
costumes.* 
1620;  Andres  de  la  Vega  and  his  wife,  the  famous 
Maria  dc  Cordoba,  called  Jmarilis,  agreed  to  act  in  the 
company  of  Tomas  Fernandez  during  the  year  1621,  re- 
ceiviog  36  reals  for  each  representation  and  14  reals  for 
maintenance,  besides  600  reals  for  the  Corpus  festival  and 
four  riding-animals  for  traveling.^ 


*  Hi  J.,  p.  t  ji 

*ltiJ.,  p.  171 


*thid.,  p.  14.1. 
*  ItiiJ.,  p.  171. 


*  Hid.,  p.  li^. 
*lhid.,  p.  187. 
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1623  :  Juan  de  Villegas,  actor  (and  also  a  playwright  of 
distinction),  agreed  to  act  in  the  company  of  Manuel 
Vailejo,  receiving  22  reals  for  each  representation  and  8 
reals  for  maintenance.^  In  the  company  of  Domingo  Bal- 
bin  in  this  year  Roque  de  Figueroa  (afterward  a  famous 
director)  and  his  wife  Maria  de  OHvares  received  22  reals 
daily,  besides  1 1  reals  for  maintenance.  Juan  de  Bezon, 
a  well-known  gracioso^  and  his  wife  Ana  Maria  {la 
Bezona)  received,  In  the  company  of  Hernan  Sanchez,  27 
reals  daily,  13  reals  for  maintenance,  besides  700  reals  for 
the  Corpus  festival  and  three  riding-animals  for  traveling.' 
Bartolome  Romero  and  his  wife  Antonia  Manuela,  in  the 
company  of  Juan  Bautista  Valenciano,  received  24  reals 
for  each  representation  and  14  reals  daily  for  maintenance. 

1632:  In  December  Maiia  Calderon  [la  Calderona, 
mother  of  Don  John  of  Austria,  born  in  1629)  agreed  to 
go  to  the  town  of  Pinto  to  act  In  two  autos  and  two  comc- 
dias  on  Corpus  Christ!  and  the  following  day,  for  which 
she  received  1050  reals,  besides  traveling  expenses  for  her- 
self, her  husband  Tomas  de  Rojas,  and  a  maid,  and  lodg- 
ing and  8  reals  daily  while  going  and  returning.* 

1633:  Maria  de  Cordoba  is  to  act,  sing,  and  dance  tn 
two  comedias  at  Daganzo,  furnishing  the  necessary  cos- 
tumes. The  two  comedias  are  to  be  selected  from  the 
following;  No  hay  Dkha  ni Desdicha  kasta  la  Muerte  (by 
Mescua?  Rojas  Zorrilla?);  Amar  como  se  ha  de  Atrntr 
(Lope)  \ElMilagroporlosCelos  (Lope)  [Sufrir  maspor 
querer  mas  (Villaizan)  ;  El  Mariscal  de  Biron  f  Montal- 
van) ;  La  Puente  de  Mantible  (Calderon)  ;  La  Dicha  del 
Forastero  (Lope);  and  El  Examen  de  Maridos  (Alar- 
con).  She  is  to  receive  800  reals,  board  and  traveling 
expenses  for  herself  and  maid.  In  1639  the  same  actress 
received  looo  reals  for  four  comedias  at  Valdemoro.*' 
It  will  be  seen  that  players  generally  received  an  extra  sum 


'  ATuM'Of  Dat^t,  p.  193. 
'  thid..  p.  226. 


*  Ibid.,  p.  20J. 

*Illid.,    pp.   Zi6,    JQX. 
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for  the  Corpus  festival,  and  about  this  time  the  custom 
came  into  vogue  of  also  giving  additional  sums  for  other 
festivals. 

1 634 ;  In  the  company  of  Pedro  de  la  Rosa  in  this  year 
Francisco  dc  Velasco,  who  played  first  young  men's  roles 
{primera  parte  de  galanes),  and  his  wife  Ana  Fajardo, 
who  was  to  play  any  part  that  might  be  assigned  to  her, 
received  19  reals  for  each  performance,  4  reals  for  main- 
tenance daily,  and  400  reals  for  the  Corpus  festival,  besides 
three  riding-animals,  while  Cosme  Perez  (called  Juan 
Rana)^  the  greatest  comic  actor  (ffracioso)  of  his  time, 
received  20  reals  for  each  performance,  lO  reals  for 
maintenance,  and  550  reals  for  Corpus,  besides  three 
riding'animals.  Players  of  old  men's  roles  generally  re- 
ceived very  small  payr  Pedro  Sanchez  Baquero,  who 
played  first  old  men's  parts  in  this  company  ("primera 
parte  de"  barba),  getting  but  5  reals  daily  and  5  reals  for 
maintenance,  with  one  riding-animal  and  baggage  car- 
ried.' Musicians  seem  to  have  been  well  paid,  for  in 
March,  1633,  Alonso  Gomez  Camacho  agreed  with  the 
director  Sanchez  to  take  part  in  the  Corpus  festival  and 
its  octave,  playing  the  violin,  dancing,  and  directing  the 
music  for  500  reals.^ 

1637  :  Maria  de  Quinones  played  the  principal  parts  xn 
the  company  of  Tomas  Fernandez,  receiving  16  reals  for 
each  representation,  9  reals  for  maintenance,  and  500  reals 
for  the  Corpus  festival,  besides  three  riding-animals.' 

1638:  Pedro  Manuel  de  Castilla,  of  the  company  of 
Antonio  dc  Rueda,  and  one  of  the  most  celebrated  galanes 
of  his  time,  received  20  reals  daily,  ro  reals  for  mainte- 
nance, and  500  reals  for  Corpus,  while  Diego  Osorio,  a 
famous  gracioso,  received  15  reals,  besides  8  reals  daily 
for  maintenance  and  350  reals  for  Corpus.* 

1639:  Mariana  de  los  Reyes  played  first  parts  in  the 
company  of  Andres  dc  la  Vega,  receiving  100  ducats 
*  tUd.,  y.  t^%.        *ibid.,  p.  2iz,         *  tbiJ.,  p.  ajS.         *Ihid.,  p.  301. 
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(=  iioo  reals)  tor  the  Corpus  festival,  ii  ducats  each 
for  the  festivals  in  August  and  September,  and  7  ducats 
for  each  of  the  other  festivals;  besides,  "a  trunk  full  of 
clothes  which  she  had  pawned  h  to  be  released,  she  to  pay 
the  amount  due  and  to  be  allowed  5  reals  daily  for  mainte- 
nance when  the  company  travels."  •  In  this  year  the  com- 
pany of  Antonio  de  Rueda  contained,  among  others,  Pedro 
de  Ascanio  and  his  wife  Antonia  Infante;  the  former  was 
to  act,  dance,  and  sing,  the  latter  to  play  third  parts  and 
to  sing  and  dance  the  principal  part  in  the  saynetes,  they 
receiving  30  reals  dally  and  500  reals  for  Corpus.  This 
is  the  earliest  mention  of  the  word  saynete  (in  the  sense 
of  a  short  interlude)  that  I  have  found.  In  the  same 
company  Dona  Jacinta  de  Herbias  y  Flores,  widow,  was 
engaged  to  act  second  parts,  dance,  and  sing,  receiving  21 
reals  daily,  besides  440  reals  for  Corpus.* 

These  data  are  more  than  sufficient  to  show  the  re- 
muneration received  by  actors  and  actresses  in  Spain  dur- 
ing the  most  flourishing  period  of  the  drama.^  If,  for  the 
purpose  of  comparison,  we  convert  these  sums  into  Eng- 
lish money,  and  reckon  that  a  real  at  the  close  of  the  six- 

'  Nutvoi  DatoM,  p.  3oi, 

*  Ibid;  p.  304.  These  are  the  actresses  who  figure  in  the  epitode  relued 
on  p.  j?7. 

'Concerning  the  pay  of  English  actors  Malone  says;  "It  is  not  easy  10 
ascertain  what  were  the  emoluments  of  a  successful  actor  in  the  time  of 
Shakeipearc.  Tbey  had  not  then  annual  benefits,  as  at  present.  The  clear 
emoluments  of  the  theater,  after  deducting  the  nightly  expenses  for  lighn, 
men  occasionally  hired  for  the  evening,  etc.,  which  in  Shakespeare's  houie 
was  but  forty-five  shiUiDgs,  were  divided  into  shares,  of  which  part  be- 
longed tu  the  proprietors,  who  were  called  housekeepers,  and  the  re- 
mainder was  divided  among  the  actors,  according  to  their  rank  and 
merit."  (Historical  Accounl,  p.  i88.)  "About  twenty  pounds  was  a  coo- 
siderable  receipt  at  the  Blackfriars  and  Globe  theater  on  any  one  dijr." 
(Ibid.,  p,  194.)  He  further  says  that  Hart,  the  celebrated  tragedian,  after 
the  Restoration  had  bm  three  pounds  per  week  as  an  aelor,  but  he  had 
besides  six  shillings  and  three  pence  every  day  on  which  there  was  a 
performance  at  the  Kind's  theater,  making  in  all  about  one  hundred  and 
fort>--six  pounda  for  a  season  of  thirty  weeks.  (/f/J„  p.  198.)  It  appean 
that  English  actors  were  also  frequently  hired  at  Shrovetide.  Of  dM 
actors  in  the  pay  of  Henslowe,  we  find  a  contract  with  Thomas  Downtoa, 
who  on  January  25,  1599,  "ded  hire  as  bis  couenante  serrante  for  ii  ytn 
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tecnth  century  was  equivalent  to  sixpence,^  we  shall  see 
that  their  pay  was  large  in  comparison  with  other  voca- 
tions, and  was  probably  much  higher  than  the  sums  re- 
ceived by  English  players  of  the  same  period,  who  were  not 
shareholders.  The  3000  reals  per  year  received  by  Agus- 
tin  Solano  in  1595  was  the  equivalent  of  about  £75,  while 
Agiistin  de  Rojas  in  1602  received  2800  reals,  or  about 
£70,  per  annum.  Where  the  player  was  paid  a  certain  sum 
for  each  representation,  which  was  the  almost  universal 
rule,  as  we  have  seen,  It  Is  much  more  difficult  to  calculate 
the  total  sum,  for  representations  were  not  given  every 
day  and  never  on  Saturdays,  and  the  length  of  the  theat- 
rical season  varied,  though  it  was  generally  from  thirty  to 
thirty-two  weeks  in  a  year.  Still,  how  liberally  Spain,  as 
poor  as  she  was  in  1632,  was  willing  to  pay  for  theatrical 
exhibitions  may  be  seen  in  the  case  of  the  great  actress 
Maria  Calderon,  who  received  1 050  reals  for  four  per- 
formances on  two  days,  besides  all  expenses  paid,  the 
equivalent  of  over  £26,  and  Maria  de  Cordoba  in  the  fol* 
lowing  year  received  800  reals  (=  £20)  for  two  repre- 
sentations.   Even  larger  sums  were  received  by  players  in 

10  btgCiJyne  at  ihrofe  tewcsdiy  neirt  Ic  he  to  gcue  him  viiis.  a  wecke  aa 
lon£  at  they  pljiye  &  after  they  lye  itylle  one  fortnyght  then  to  f^tut  him 
liallf<  wagfi."  [Hetnloit.e'i  Diary,  ed.  Greg,  p.  40.)  And  in  a  memo- 
riodum  of  July  37,  i;97,  we  read:  "I  heayred  Thomas  h«arne  with  il 
pence  for  to  tearve  me  ii  yea  res  in  the  qua  lei  le  of  playeoge  fpr  fyve 
thellyngM  a  weacke  for  ooe  yeare  &  vi  t.  viii  d.  for  the  other  yeare  which 
br  bath  covenanted  hime  «ea]lf  e  to  searue  me  k  not  to  depart?  from  my  com- 
pascy  tyll  thi>  ii  yeare»  be  eanded,"  {Ibid.,  p.  loi.}  See  also  the  af^ree- 
BCBt  of  Hentiowe  with  "John  Helle  the  clowne"  "to  contenew  wiih  me 
•I  wtf  bowtse  in  playinge  tylle  strafe  tyd  next  after  the  date  aboue 
ftritlen"  (AuKU*t  3,  1597),  etc.,  and  the  contract  with  William  Borne, 
»*»/.,  p.  aoj.  Here  from  Shroveiide  to  Shrovetide  was  also  frequently  the 
lemi  of  the  contranx  Soulie,  Ritberthes  sur  Afolihf.  Paris,  1S63,  P'.  61, 
priata  two  contracts  with  actors  of  a  much  later  period  (t66^),  in  which 
fke  playcri  are  obliged  10  be  "dans  la  viile  d'Abbeville  en  Picardie  avec 
bardei,  bagagei  et  paquets  pour  commcncer  la  representation  det 
qui  teront  convenues  entre  eux  du  jour  des  fetes  de  Piques  prochain 
*«u  iDCTcredi  des  Ceodrei  austi  prochain."  One  of  the  ictori  agrees  to 
the  comic  rolet  and  "travail ler  aux  decorations  desditei  pi<^ei  pour 
lc<  printures  qu'il  y  conviendra  fairc." 
'  Minhtu't  Spttmih  DuUonary,  Loodoo,  1599,  *^  verb. 
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the  succeeding  years,  though  perhaps,  on  account  of  the 
great  depreciation  in  the  value  of  money,  the  actual  value 
was  no  greater. 

During  this  whole  period  which  we  have  been  consider- 
ing the  manager  of  every  theatrical  company,  or  autor  de 
comediai  as  he  was  called,  was  invariably  also  an  actor. 
The  cases  are  therefore  very  frequent  in  which  we  find  an 
auior  one  year  becoming  a  member  of  another's  company 
in  the  next,  and  in  the  succeeding  year  reappearing  at  the 
head  of  a  company,  according  as  fortune  was  favorable  or 
adverse  to  him. 

There  is  an  early  and  interesting  example  in  1602,  when 
Jeronimo  Lopez  de  Sustaya,  autor  de  comedias,  and  his 
wife  Isabel  Rodriguez  agreed  with  Antonio  Granado,  also 
an  autor  de  comedias ,  to  act  in  the  latter' s  company  for  two 
years,  receiving  6  reals  daily  for  maintenance  and  5300 
reals  yearly,  to  be  paid  every  four  months.  However, 
Jeronimo  Lopez  is  to  give  Granado  "the  comedias  which 
he  may  have,  and  among  them  the  following  four:  San 
Reymundo,  Los  Caballeros  nuevos,  La  Fuensanta  de  Cor^ 
doba,  and  El  Trato  de  la  Aldea**  all  of  which  he  declared 
that  "he  had  bought  from  the  poets  who  had  written  them, 
paying  his  money  for  them,  so  that  the  said  Antonio  Gra- 
nado may  use  them  as  to  him  may  seem  best.'*^  In  like 
manner  Francisco  de  Sotomayor,  who  had  been  director 
of  a  company  in  163 1,  and  his  wtfe  Vicenta  Lopez,  joined 
the  company  of  Roque  de  Flgucroa  in  1 632,  as  we  Icim 
from  a  Loa  by  Bcnavcntc: 

Be  ton:        Who  are  you  ? 

Sotomayor:  Sotomayor, 

Who,  an  authorized  director, 
Have  this  year  become  a  player, 
Since  to  Jiie  players  arc  lacking.* 

'  P(rei  Paiior,  Nuei)oj  Datoi,  p.  64.. 

'  Entremetet,  edited  by  Ro»cll,  Vol.  I,  p.  231,     So  in  1638  Pedro  Midu«I 
de  CastiUa  and  Tomas  de  Heredia,  wbo  bxdbeeadireaoriof  compininlo 
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With  the  establishment  of  fixed  corraUs  in  Madrid,  as 
already  observed,  the  taste  for  theatrical  representations 
grew  rapidly  until  It  became  a  passion  with  all  classes,  high 
and  low.  Every  large  city  possessed  a  cheater,  while  every 
town  and  hamlet,  be  it  never  so  poor^  looked  forward  with 
eagerness  to  the  advent  of  a  company  of  strolling  players, 
whose  visits  seem  to  have  been  looked  upon  as  the  crowning 
event  of  the  year,  and  for  whose  representations,  especially 
those  upon  some  festival,  large  sums  of  money  were  ex- 
pended. We  have  already  described  the  corrales  of 
Madrid  and  Seville,  but  Valencia,  Granada,^  Valladolid, 
and  Salamanca  must  have  had  theaters  at  a  very  early 
date.  It  has  been  already  remarked  that  the  importance 
of  Valencia  as  a  theatrical  center  has  generally  been  exag- 
gerated. While  a  corral  certainly  existed  in  that  city  as 
early  as  1583  or  1584,  there  is  no  evidence  of  any 
unusual  dramatic  activity  in  Valencia  before  the  ar- 
rival of  Lope  de  Vega  in  that  city  in  1588.  In  this 
year  Lope  was  tried  for  criminally  libeling  Jerdnimo 
Velazquez,  a  theatrical  director,  and  several  members 
of  his  family.  He  was  convicted  and  sentenced  to  ban- 
ishment for  two  years  from  the  kingdom  of  Castile, 
and  for  eight  years  from  the  court  (Madrid)  and  five 
leagiues  therefrom.  The  first  two  years  of  his  banishment, 
till  1590,  he  expiated  in  Valencia,  whither  he  went  with  his 
wife  and  family.  That  Lope  was  very  active  in  writing 
for  the  stage  during  this  period  is  evinced  by  the  testimony 

tiir  pree«ding  year,  bdoaged  td  the  company  of  Rueda   and   Aicanio. 
{IhiJ.,  pp.  }6I,  j65.) 

'According  to  Pedraza,  Hittoria  rtcUtiasttta  dt  Granada,  quoted  by 
Schick,  Sathtrd^t,  p,  iS,  Granada  poHe»«d  a  permanent  theater  a  few 
yvan  after  the  conquen  by  Ferdinatid  the  Catholic  in  149^.  Representa- 
Ms  took  place  in  the  Cata  dt  Carbon  on  the  Darro,  until  the  Caiisro 
wai  erctrted  in  the  Ptiena  del  Rastro,  called  now  the  Pucrta  Real.  "It 
wa»  arranged  tn  the  form  most  suited  for  this  purpose,  with  apojtmtoi 
dj*-ided  for  men  and  wamen,  and  a  patio  surrounded  by  gradas,  protected 
from  ibe  tun  and  rain,  but  open  to  the  *ky  in  the  center,  as  was  the 
Aa^itllitbtater  at  Rome."  Of  the  Caiiito  in  the  Pucrta  Real,  Pedraza 
ty%:  "£1  Coltiea  donde  ae  repreientan  Ua  comediat  »  un  faniofo  leatro: 
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of  Caspar  de  Porres,  a  theatrical  manager,  who  testified  at 
the  trial  for  libel  that  he  received  comedias  from  Lope 
every  two  months,  and  Porres's  testimony  is  supplemented 
by  that  of  Quiros,  another  autor  de  comedias.^     It  is  to 
Lope's  sojourn  in  Valencia  in  1588-90  that  the  powerful 
impulse  which  the  drama  received  in  that  city  is  wholly 
due.    He  was  the  founder  of  the  Valencian  School,  for  we 
hear  nothing  of  it  before  Lope  visited  Valencia,  and  that 
the  latter  city  was  always  dependent  upon   Madrid  In 
theatrical  matters  is  shown  by  abundant  evidence.     After 
the  capital,  as  already  observed,  the  most  important  theat- 
rical center  was  Seville,  yet  the  corrales  of  Seville  were 
also  frequently  visited  by  the  large  theatrical  companies 
of  Madrid.     Concerning  the  establishment  of  fixed  co- 
rrales in  the  other  principal  cities,   there  are  no   data 
at  hand,  so  far  as  I  know,  but  they  certainly  possessed 
them    before    the    close    of    the    sixteenth    century.     In 
the  jirchivo  Historico  Nadonal  there  is  a  petition,  dated 
i6oi,    to    establish    a    theater    in    the    "Carcel    vieja" 
in  Cordoba,*  but  it  is   probable   that   a  corral  existed 
there  prior  to  this  date.     In  1606  the  company  of  Juan 
de  Morales  Medrano  inaugurated  the  playhouse   {can 
de  comedias)    in  Zamora,^  and  in  the  same  year  they 
appeared  in  Segovia,  though  it  seems  doubtful  whether 
there  was  then  a  fixed  theater  in  the  latter  city,*     In  1 60S 
Alonso  de  Rlquelme  took  his  company  to  Toledo,  to  re* 
main  thirty  days,  the  lessee  of  the  casa  de  comedias  ifl 
Toledo,  Juan  Gallegos,  agreeing  to  pay  50  ducats  (^  550 

apeoai  U  fama  del  Romaoa  Te  quita  el  primer  lugar.  E4  un  pitifr  ^1- 
drado  con  doi  pares  dc  corredorci  que  eiCnban  sobre  coJunti  de  mannol 
pardo,  y  debixo  gradai  para  el  reiiduo  del  pueblo.  Esti  cubierto  el 
teatro  de  un  cieSo  bolado,  la  entrada  ornada  de  una  portada  de  mannot 
bianco  y  pardo  con  un  etcudo  de  1m  armas  de  Granada." 

'  Life  of  Lope  de  Vega,  pp.  38-40. 

'  Nuevoi  Datot,  p.  79. 

'  Sanchez-Arjona,  Analei,  p.  ijj.  But  see  Ihid.,  p.  109,  note,  from  whick 
it  appears  chat  there  was  a  easa  de  iomedtat  in  Zamora  tt>  i$99. 

*Nuevot  Datoi,  p.  $6. 
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reals)  daily  "for  the  whole  company."^  At  least  as  early  as 
1584  Valencia  was  visited  by  a  company  of  players  from 
Madrid,  when  Alonso  de  Cisneros  represented  there  for 
three  months,  prior  to  November  6  of  that  year.^  In  this 
same  year,  apparently,  for  the  account  is  not  clear,  "N. 
Velazquez,"  whom  I  take  to  be  Jeronimo  Velazquez, 
had  also  performed  in  Valencia,^  while  Rodrigoand  Fran- 
cisco Osorio  were  in  the  same  city  in  1588,*  Bartolome 
Lopez  de  Quiros  in  1588  or  1 589,  and  Juan  de  Vergara  in 
1594-95.  In  1 60 1  Caspar  de  Porres  took  his  troupe 
there  from  Toledo,"  and  in  1619  we  find  a  theatrical 
manager,  Hernan  Sanchez  de  Vargas,  who  had  always 
been  connected  with  companies  organized  in  Madrid, 
where  he  resided  from  the  beginning  of  his  career,  taking 
up  ht»  residence  in  Valencia."  In  1623  Cristobal  de 
Avendano  and  Maria  Candau,  his  wife,  took  their  com- 
pany to  Valencia  for  fifty  representations,  and  he  again 
visited  the  city  with  his  company  in  1631,  being  guaranteed 
a  subsidy  (ayuda  de  costa)  of  140  reals  of  plate  double 
for  each  representation  J  In  April,  1628,  Juan  Jeronimo 
Almetla  or  Amelia  took  his  company  to  Valencia  for  sixty 
performances,*  and  in  163 5'  Sebastian  Gonzalez  and  his 
wife  Maria  Manuela  went"  to  Valencia  to  give  one  hun- 
dred and  forty  performances,  receiving  140  reals  for  each 

*  Ikid.,  p.  I  to. 

'Lamarca,  El  Ttmtro  de  VaUnda,  VaJencia,  1840^  p.  iS. 

*  Ibid.,  p.  19. 

*  Coiarelo,  Lopt  de  Rueda,  p.  30^  Life  of  Lope  de  Fega,  p.  ]9. 

*  Kuevat  Datas,  p.  59.  *  Ibid.,  p.  tS6.  ^  Ibid.,  pp.  195,  320. 

*A  meUncholy  record  oi  th«  dbaatroui  tojourrt  of  AmclU't  companjr 
at  Valencia  io  thii  year  has  recently  been  publiihed  by  Henri  M^rim^ 
{Bmtletin  Hiipattigu*  (1^06),  p.  377)  ;  the  cOmpAay  ctme  to  grief  in  June, 
wkrn  AmelU't  wardrobe  and  comediai  were  aei^ed  by  one  Jer6nimo 
Alfoaao,  tiavarius  of  the  General  Hospital  of  Valencia,  for  money  >d- 
TSAccd  to  and  expended  in  behalf  of  Amelia.  The  document,  dated  June 
14,  ital,  declare!  that  "Ego  hieronimus  Alfonio,  etc.  .  .  .  confiiieor  et  in 
-rfritsie  reeognatco  me  habere  in  commariidBm  et  purum  depositum  a  vobia 
llierooyioo  Amelia,  fabularum  Aucrbore,  et  domna  EmaDuelt  Henrrique), 
vidua,  *atemtc  cominoraaCibui,  proentibui,  acceptantibua,  et  veMris  pro 
CI  •ecuritate  quaDtitatum  per  me  vobi*  et  pro  vobii  lolutarunL, 
trum  et  btitractarum  raupis  ct  fabulai  »iue  comcdiai  iafratcnptai 


^ 
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performance,'  while  in  1637  Pedro  de  la  Rosa  gave  fifty 
representations  in  the  same  city,^  followed  by  Bartolomc 
Romero  in  the  next  year,  who  likewise  gave  fifty  repre- 
sentations, ^'the  amount  for  each  comedia  to  be  no  less 
than  150  reals  plate."^ 

Ndt  only  all  the  large  cities  of  Spain,  but  the  theaters 
of  Lisbon  also,  drew  upon  the  conrapanics  of  the  capital. 
Of  Madrid  companies  visiting  Lisbon  I  have  found  no 
earlier  record  than  16 10,  though  we  may  be  quite  certain 
that  this  was  not  their  first  advent  in  the  Portuguese 
capital.  In  that- year  the  company  of  Alonso  Riquelme 
and  Pedro  d«  Villanueva  went  to  Lisbon,*  to  be  followed 
in  161 5  by  Pedro  de  Valdes  and  Jeronima  de  Burgos,"  and 
by  Cristobal  Ortiz  de  Villazan  in  1619,  who  agreed  with 
the  Royal  Hospital  of  All  Saints  of  Lisbon  to  go  to  the 
latter  city  and  perform  during  the  months  of  October  and 
November,  "producing  new  comedias,  bailes,  and  entre- 
meses.'*  Dona  Catalina  de  Carvajal  Is  named  as  the  owner 
of  the  casa  de  comedias  of  Lisbon,  and  in  the  same  year 
Pedro  Cebrian  is  to  bring  his  company  from  Madrid  and 
to  act  there  for  three  months,  beginning  on  December  I, 
1619.*  In  1639  Bartolome  Romero's  company  visited 
Lisbon,  and  in  the  same  year  they  were  followed  by  Pedro 
Ascanio  and  Antonio  de  Rueda,'^  while  Romero  again  rep- 
resented in  Lisbon  from  November,  1640,  till  Shrovetide 
of  1 641.* 

We  have  several  times  had  occasion,  in  the  course  of 
these  pages,  to  mention  the  sums  received  by  a  director  and 
his  company  for  a  theatrical  performance.  This  sum,  of 
course,  not  only  varied  greatly  at  different  periods,  being 

tt  ininediate  scquentes."  A  list  of  AmellaV  theatrical  costumes  foUom, 
■9  well  ai  of  the  comedias  that  constituted  the  repertory  of  his  eornpiaj'. 
This  list  of  comedias,  no  less  than  sevcnty'Cwo  in  numb«r,  is  inipoitaiiit 
as  it  appears  to  contain  several  wbich  are  otherwite  uolcnowQ. 

'  Nuevot  Datot,  p.  142, 

'Ibid.,  p.  261.  ' Ihid,,  i>.  a^i.  *lbtd„  p,  laa. 

*  Hid.,  p.  158,  *liiid.,  p,  17!.  ^  It/id„  pp.  a89j  age. 

*  Itid.,  p.  33). 


■^^^Wm  ] 


^f^Ta 


PAID  fT^STA  PERFORMANCE     195 

much  larger  as  we  advance  further  into  the  seventeenth 
century,  but  at  one  and  the  same  period  it  depended  upon 
the  size  and  excellence  of  the  company.  A  few  examples, 
in  addition  to  those  already  cited,  may  follow  here. 

In  1593  Gabriel  Nunez  and  Andres  de  Naxera,  autores 
de  comedias,  agreed  to  go  to  the  village  of  Vlllaverde  and 
represent  a  comedia  "a  lo  divino"  and  one  "a  lo  humano," 
with  their  entretneses,  receiving  20  ducats  (=  220  reals), 
besides  traveling  expenses,  lodging,  '*and  somebody  to  do 
their  cooking";^  and  in  1602  the  company  of  Luis  de 
Castro  went  to  Salvanes  to  represent  an  auto  in  the  morn- 
ing and  a  comedia  in  the  afternoon,  for  which  they  re- 
ceived 900  reals,  "besides  twelve  beds  for  the  nights  they 
may  spend  there,  a  fanega  of  wheat  baked  into  bread,  and 
three  carts  to  take  them  from  Torrejon  to  Salvanes."* 
It  is  very  probable  that  these  were  companies  of  the 
poorer  kind,  but  at  a  much  later  time,  in  1634,  we  find 
that  one  of  the  most  famous  directors,  Hernan  Sanchez  de 
Vargas,  played  three  comedias  at  the  town  of  Villarubia 
de  Ocana,  receiving  2000  reals,  besides  a  sheep,  eight  hens, 
3  fanega  of  baked  bread,  and  three  arrobas  (==  about 
twelve  gallons)  of  wine.* 

Generally  the  director's  compensation  was  in  money 
only.  In  1601  Pedro  Jimenez  de  Valenzuela  and  Gabriel 
Vaca.  took  their  company  to  the  town  of  Barco  and  per- 
formed four  comedias,  with  their  entremeses,  at  a  festival, 
receiving  3450  reals.*  This  seems  to  be  a  large  sum  and 
doubtless  included  all  traveling  and  other  expenses.  In 
the  following  year  Pedro  Rodriguez,  Diego  de  Rojas,  and 
Caspar  de  los  Reyes,  managers  of  the  company  called  La 
CompaHia  Espanola,  performed  in  the  same  town  two 
comedias  "a  lo  divtno":  El  Castigo  en  la  Vanagloria  and 
Los  Mdrtires  Japones,  with  two  entremeses  each,  and  two 
comedias  **i  lo  humano*' :  El  Conde  Alarcos  and  El  Cerco 


•  thid..  p.  S7. 

*lkfd.,f.  55. 


'  Ibid.,  p.  69. 


*tbiJ.,  p.  ai7. 
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de  Cordoba,  with  two  entremeses  each,  music  and  iai/*;,  for 
3630  reals;  no  transportation  was  furnished,  but  the  "ma- 
yordomos"  of  the  village  were  to  provide  fifteen  pounds  of 
trout.*  In  1605  Caspar  de  Porres  and  his  company  repre- 
sented on  three  consecutive  days,  also  in  Barco  de  Avila, 
the  following  four  comcdias:  La  prospera  Fortuna  de  Rui 
Lopez  de  Avalos  (by  Salustio  del  Poyo)  ;  La  adversa 
Fortuna  de  Rui  Lopez  de  Avalos  (also  by  Poyo)  ;  La  Con- 
desa  Matilda  ( Lope  de  Vega)  ;  and  either  of  the  "comedias 
divinas"  :  El  Lego  del  Carmen  or  El  Hermano  Francisco, 
and  an  entremes  with  each  comedia,  for  4200  reals.'  In 
1612  the  company  of  Tomas  Fernandez  went  to  TorrJjos, 
and  on  June  26  and  27  represented  three  comedias,  with 
their  bailes  and  entremeses,  for  1400  reals  and  lodging  for 
sixteen  persons,  besides  six  or  eight  carts  "to  take  his  com- 
pany to  the  said  town  and  afterward  to  Toledo."  ^  In  1 614 
Juan  de  Morales  Medrano  agreed  to  go  to  Torrijos  with 
his  company  and  give  two  representations,  a  comedia  *'alo 
divino"  in  the  morning  and  one  "a  lo  humano'*  in  the  after- 
noon, with  their  bailes  and  entremeses,  for  1250  reals; 
the  comedia  to  be  La  Honra  hurtada,  "which  must  not 
have  been  represented  in  any  of  the  surrounding  towns."* 
In  i6rg  Tomas  Fernandez  received  2300  reals  for  four 
comedias  performed  on  July  6  and  7."  In  1623  Juan  dc 
Vargas  and  the  company  called  Los  Conformes  represented 
in  Leganes  the  comedia  La  Morica  garrida  of  Juan  de 
Villegas,  with  its  music,  entremeses,  and  bailes,  for  450 
reals."  In  1634  Hernan  Sanchez  de  Vargas  gave  four 
comedias  in  two  days  at  Santa  Cruz  de  la  Zarza  for  2500 
reals,''  and  on  the  following  day,  Sunday,  June  i8,  *t 
Villarubia  de  Ocaria  he  represented  two  comedtas,  and  one 
on  the  succeeding  day  in  the  morning,  for  2000  reals.*  In 
i6;i6  Pedro  de  la  Rosa  and  his  company  received  1500 


'  ffuf^iot  Data,  p.  75. 

'  fbid.,  p.  90. 

*lhiJ.,  p.  I  JO, 

'/*(■(/.,  p.  141. 

'/A/J.,  p.  iKj. 

•/t<p.ao». 

^liid.,  p.  2  3«, 

•/AW.,  p.  ai«. 
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reals  for  representing  two  comedjas  atTorrejon  de  Ardoz, ' 
and  we  find  that  down  to  about  1640,  this  was  the  usual 
amount  received  for  performing  a  comedia,  i.e.,  about  750 
reals.  Toward  the  middle  of  the  century  this  sum  rose  and 
gradually  increased  till  1660,  after  which  time  no  data  are 
available.  In  1648  Antonio  Garcia  de  Prado  gave  four 
representations  in  the  town  of  Brihuela,  for  which  he  re- 
ceived 4900  reals, ^  and  In  1655  Alonso  de  la  Paz^  autor  de 
comedias,  represented  Calderon's  comedia  Santa  Maria 
Egipciaca  and  two  others  at  the  town  of  Torija  for  2850 
reals  and  lodging  for  his  company,^  while  In  1659  Diego 
Osorio  and  his  company  performed  three  comedias  and  an 
auto  in  the  villa  de  Sonseca  for  4000  reals;*  indeed,  in  the 
previous  year  this  same  director  had  received  an  even 
larger  sum,  the  largest,  Jn  fact,  of  which  I  find  any  record, 
when  he  represented  an  auto  and  the  comedia  La  Dama 
Corregidor,  by  Sebastian  de  Villaviclosa  and  Juan  de  Zaba- 
leta,  at  Colmenar  Viejo  on  June  23,  receiving  5200  reals, 
besides  traveling  expenses,  food,  and  lodging.** 

It  seems  that  about  this  time  the  wretched  condition  to 
which  Philip  the  Fourth  had  reduced  his  country,  which 
was  now  entirely  exhausted,  and  the  universal  poverty 
and  destitution  of  the  common  people,  due  perhaps  no  less 
to  the  contempt  for  honest  labor  than  to  oppressive  taxa- 
tion, also  a  fleeted  the  theater  in  no  small  degree.  The 
King  continued  to  give  great  and  expensive  festivals  and 
comedias  at  the  palace,  besides  spending  large  sums  on 
the  yearly  autos  at  the  Corpus  festival,  although  he  was 
practically  bankrupt.  Still,  there  can  hardly  be  a  doubt 
that  the  theater  was  no  longer  in  the  flourishing  condition 
in  which  it  was  prior  to  the  middle  of  the  seventeenth 
century.    Theatrical  companies  seemed  to  be  quite  as  much 

*Thtt  vtllsge  r^cendy  achieved  notoriety  through  the  daitardly  attack 
made  upon  the  life  of  Alfonso  XIH.  and  his  bride  in  Madrid  on  June  i, 
(|o&    The  *HastIn  w«f  killed  in  Torrejon. 

*  P^rcs  Pastor,  Catdtron  Documtntot,  Part  I,  p.  159. 

*  tHd^  p.  ui.  '  Ibid.,  p.  36a.  *  tlnd,.  p.  ajti. 
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dependent  upon  the  King  for  support  as  they  were  upon 
the  populace.  Philip  the  Fourth  interfered  with  the  play- 
houses in  the  most  arbitrary  manner,  suddenly  command- 
ing actors  and  actresses  or  whole  companies  to  appear  at 
the  palace  for  his  own  private  festivals  or  comedias,  with- 
out notice  to  the  public.  A  comedia  would  be  advertised 
and  the  theater  filled  with  spectators,  when  a  command 
would  be  received  from  the  King  that  certain  actors  or 
actresses  in  the  play  were  to  appear  at  the  palace.  As  an 
instance  we  may  cite  the  declaration  (on  February  28, 
1658)  of  the  autor  de  comedias  Francisco  Garcia,  called 
Pupilo,  who  says  that  "there  will  be  no  representation 
to-day  of  La  Adiiltera  penitente,  because  at  eight  o'clock 
this  morning,  by  order  of  the  Marquis  of  Eliche,  they 
took  him  [Garcia]  to  the  Bucn  Retiro  to  rehearse  the 
comedia  which  he  is  to  represent  before  his  Majesty  on 
Shrove  Tuesday,  the  title  of  which  is  Afectos  de  Odio  y 
y/mor  [by  Calderon].  .  .  .  And  they  likewise  took  away 
Isabel  de  Galvez,  Maria  de  Escamilla,  and  Manuela  de 
Escamilla  to  rehearse  another  comedia  entitled  El  EmbuS' 
tero,  which  is  to  be  represented  before  his  Majesty,"  And 
the  same  Francisco  Garcia  declared  on  March  4  that 
"yesterday,  being  about  to  represent  the  comedia  La 
Adult  era  penitente,  and  there  being  many  people  in  the 
corral,  at  about  two  o'clock  In  the  afternoon  there  came 
an  order  from  the  Marquis  of  Eliche,  and  they  took  away 
Isabel  de  Galvez  and  Maria  and  Manuela  de  Escamilla 
and  others  of  his  company  to  the  comedia  which  is  to  be 
rehearsed  in  the  Zarzuela  for  representation  before  his 
Majesty,"  ^  A  like  instance  occurred  in  the  previous  year, 
when  Francisco  Garcia  did  not  perform  on  February  10, 
and  the  Teatro  de  la  Cruz  was  closed,  "because  they  had 
taken  the  women  of  his  company  to  represent  the  comedia 
oi  Lazarillo  before  his  Majesty."' 

*  Perez  Pastor,  Caldffifn  Dvcumentst,  Part  I,  pp.  253,  154, 

*  Ibid.,  p.  244. 
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An  instance  of  the  waning  popularity  of  the  theater 
may  be  seen  in  the  fact  that  on  Friday,  April  30,  i66o, 
Vallejo  represented  in  la  Cruz  Juan  de  Zabaieta's  comedia 
No  Amar  la  mayor  Fineza,  "never  before  seen  or  per- 
formed," and  which  we  are  told  was  a  failure  "on  account 
of  the  few  people  who  were  tn  the  theater,  the  lessees  tak- 
ing but  294  reals."  "On  Saturday,  May  i,  Vallejo  did 
not  represent,  because  there  was  not  a  soul  in  the  theater," 
while  on  Sunday,  May  2,  Vallejo  again  represented  Zaba- 
ieta's comedia,  when  the  lessees  had  but  203  reals.  On 
Thursday,  May  17,  Vallejo  represented  Montalban's  Los 
Amantes  de  Teruel  in  the  Teatro  del  Principe;  "the  whole 
receipts  were  given  to  him,  and  in  all  there  were  but  116 
rcaU  for  the  poor  company,"  * 

Where  long  engagements  were  made  the  lessee  of  the 
theater  generally  guaranteed  to  the  director  of  the  com- 
pany a  certain  amount  daily  as  an  ayuda  de  casta,  besides 
which  he  received  a  share  of  the  receipts.  In  one  instance, 
in  1623,  when  the  company  of  Cristobal  de  Avendano 
gave  fifty  representations  in  Valencia,  he  received  40 
ducats  [=440  reals]  for  each  performance,  besides  an 
advance  payment  of  1000  ducats.*  The  largest  sum  re- 
corded as  having  been  received  by  an  autor  de  comedias 
is  looc  reals  for  each  of  sixty  performances  at  the  CoHseo 
in  Seville,  which  was  paid  to  Hernan  Sanchez  de  Vargas 
in  1619.^  If  the  company  was  inferior  the  remuneration 
of  the  manager  was,  of  course,  correspondingly  low,  as 
when  Juan  dc  Pcnalosa  in  1636  represented  the  two 
famous  comedias  Casa  con  dos  Puertas  mala  es  de  guat- 
dar,  by  Calderon,  and  Nunca  mucho  costo  poco,  by  Lope 
de  Vega,  for  100  reals,  besides  traveling  expenses.*  A 
company  must  surely  have  been  in  desperate  straits  to  act 
for  such  a  small  sum, 

'Ibid.,  pp.  175,  176. 

*  Nuevo$  Dalot,  p.  19$' 

*  ttidu,  p.  177.  *  Ibid.,  p.  as& 
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For  the  production  of  the  aulos  sacramentales  at  the 
festival  of  Corpus  Christ!  a  much  larger  amount  was  paid 
to  the  managers  of  companies  than  was  paid  for  the  per- 
formance of  a  comedia.  This  was  not  only  on  account  of 
the  length  of  the  festival,  but  also  because  of  the  greater 
expense  which  had  to  be  incurred  for  costumes  and  other 
accessories^  though  the  carros  were  at  the  expense  of  the 
municipality.  As  early  as  1 599  (and  doubtless  there  were 
earlier  instances)  it  is  expressly  stipulated  in  the  agree- 
ments made  with  autores  de  comed'tas  for  the  representa- 
tion of  autos  that  no  other  company  except  the  one  so 
chosen  shall  have  the  right  to  perform  in  Madrid  from 
Easter  until  Corpus.^ 

In  1578  Alonso  de  Cisneros  represented  three  autos 
in  Madrid,  for  which  he  received  3300  reals,  besides  275 
reals  for  drawing  the  carts  from  place  to  place.*  In  1592 
Caspar  de  Porres  received  600  ducats  [=  6600  reals] 
for  representing  the  autos  entitled  Job  and  Santa  Caialina 
at  the  Corpus  festival  at  Madrid  in  that  year.*  In  1606 
the  four  autos  were  represented  in  Madrid  by  the  com- 
panies of  Juan  de  Morales  Medrano  andBaltasarPinedo, 
each  representing  two  autos,  for  which  each  director  re- 
ceived 650  ducats.*  In  1609  the  companies  of  Domingo 
Balbin  and  Alonso  de  Heredia  performed  two  autos  each 
at  Corpus  in  Madrid  for  600  ducats,"  and  in  16 10  Alonso 
Riquelme  agreed  to  represent  two  autos  at  the  festival  of 
Corpus  of  that  year  "on  Thursday  and  Friday  until  twelve 
o'clock  at  night  in  such  places  as  may  be  designated,  re- 


^"5  Abril  1599. — Obligacion  de  Caspar  dr  Porres,  autor  de  comediai 
(fiador  JfTuninio  Lopez)  de  hacer  dos  autos  para  la  Eiesta  del  Corpus  con 
sus  cmrcmcses,  con  condicion  de  que  desde  resurreccion  hajta  el  Carpal 
no  han  de  traer  a  esta  Villa  otra  companla  atoo  a  la  aura."  (P^rrt 
Pastor,  Nutvos  Daloi,  p.  49.)  And  in  1627,  when  Roque  de  Pigueroi  tod 
Atsdrrs  de  la  Vega  represented  autos  m  Madrid,  we  rr:id:  "£s  declandoA 
que  no  se  ha  de  permitir  trabajar  a  otro  autor  en  Madrid  desde  fii  de 
Cuaresma  hasta  pasado  el  Corpus."     {Bull.  Hisp.  (190S),  p.  354.) 

'  Nutvos  Datoi,  p.  11.        *Ibid.,  p.  ji.        *  BitiL  His^.  (1907),  p.  17 •. 

*  Nuevot  Datot.  p.  iiz, 
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ceiving  for  the  said  mttos  with  their  enlremeses  600 
ducats."'  The  same  sum  was  received  by  Hcrnan  San- 
chez de  Vargas  for  representing  the  other  two  autos  in 
this  year.  In  fact,  600  ducats  was  the  amount  paid  to 
every  theatrical  director  for  representing  two  autos  at 
Corpus  in  Madrid  down  to  the  year  1637.  In  161 5  the 
autos  at  Madrid  were  given  by  the  companies  of  Pedro  de 
Valdes  and  Hernan  Sanchez,  de  Vargas,  and  it  was  stipu- 
lated that  "before  Corpus  no  other  company  was  to  repre- 
sent in  Madrid  except  these  two,"'  and  in  16 17,  when 
Cristobal  de  Leon  performed  them,  it  was  agreed  that  he 
should  represent  two  autos  at  Corpus  on  Thursday  "from 
two  in  the  afternoon  till  twelve  at  night  and  on  Friday 
from  six  in  the  morning  until  noon,  in  such  places  as  may 
be  assigned  to  him,"*  while  when  Pedro  de  Valdes  repre- 
sented the  autos  in  1 62 1 ,  he  was  to  give  them  on  Thursday 
from  two  in  the  afternoon  till  twelve  at  night  and  on 
•  Friday  from  six  in  the  morning  until  midnight.^  In  1632 
they  were  performed  by  Manuel  Vallejo's  company,  who 
received  600  ducats  "for  the  two  days,  and  if  they  should 
represent  on  the  Saturday  after  Corpus  he  is  to  receive 
1000  reals,  or  100  ducats,  and  besides  an  100  ducats 
gratuity,  obliging  himself  to  pay  the  half  of  the  100 
ducats  which  he  receives  to  the  ganapanes  who  draw  the 
carts/'*  In  1637  the  companies  of  Pedro  de  la  Rosa  and 
Tomas  Fernandez  Cabredo  received  800  ducats  each  for 
the  Corpus  festival  at  Madrid,®  and  the  same  sum  was 
paid  to  Rueda  and  Ascanio  in  1638,  and  to  Bartolome 
Romero  for  two  autos  in  1640,'  This  latter  document  is 
dated  March  14,  1640.  On  the  other  hand,  a  document 
dated  March  12,  1640,  states  that  Bartolome  Romero 
was  to  receive  950  ducats  "for  half  the  festival  of  Cor- 
pus," i.e.,  for  two  autos,  the  other  two  autos  being  given 


'  /Ail/.,  p.  117. 
'/M,,  p.   1S8. 

'  IHd„  p.  jaa 


'/tj'ri.,  p.   156. 

'  ibid.,  p,  «+. 


'  fhid.,  p.  ifii. 

'  tifid.i  pp.  266,  369. 
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by  the  companies  of  Luis  Lopez  de  Sustaete  and  Damia 
Arias  de  Periafiel  "under  the  same  conditions."^  In  1645 
each  company  received  925  ducats  for  two  autos,^  and  in 
1655  the  companies  of  Diego  Osorio  and  Francisca  Ver- 
dugo,  widow  of  Riquelme,  each  represented  two  autos  at 
Madrid,  receiving  10,750  reals,  or  about  975  ducats.^ 

After  1658  only  two  autos  were  represented  each  year 
in  Madrid  at  Corpus.  In  1660  they  were  entitled  La  Paz 
universal  {El  Lirio  y  la  Azucena)  and  El  Diablo  mudo, 
both  written  by  Calderon,  and  they  were  acted  by  the  com- 
panies of  Diego  Osorio  and  Jeronimo  Vallejo,  who  re- 
ceived 950  ducats  each,  which  amount  was  paid  until  the 
death  of  Philip  the  Fourth.* 

Concerning  the  receipts  of  a  theatrical  performance, 
something  has  already  been  said.^  About  1575,  before 
either  of  the  permanent  theaters  of  Madrid  were  built, 
the  profits  of  a  representation  in  one  of  the  corrales  were 
from  140  or  160  to  200  reals.  This  was  the  sum  received 
by  the  hospitals  to  which  the  corrales  belonged,  exclusive 
of  the  share  of  the  autor  de  comedias  and  his  company.* 
On  February  8,  1580,  when  Juan  Granados  was  repre- 
senting in  one  of  the  corrales  of  Madrid,  he  contributed 
his  share  of  the  profits  of  the  performance  toward  defray- 
ing the  expenses  of  the  new  Corral  de  la  Cruz.,  This 
share  amounted  to  200  reals  vellonJ  And  Alonso  de 
Cisneros,  not  to  be  outdone  in  generosity  by  his  rival, 
contributed  the  proceeds  of  a  performance  on  October  19, 
1580,  to  the  same  purpose.  His  share,  which  was  the 
money  paid  at  the  door  (enlrada),  was  233  reals,  while 

'P*rei  Pistor,  Catdtrott  Dotumenlot,  Vol.  I,  p.  ili. 

*  Ihid.,  p.  i2fi.  '  Ibid.,  p.  1^%, 

*  Ibid.,  p,  afi?  et  paitim, 
'See  above,  pp.  31,  41,  56. 
'Pellicer,  Histrionitmo,  I,  p.  56. 
''  Ihid,,  p.  60.    According  to  P^rez  Pastor,  it  wai  Cisneroi  who  repn- 

tented  on  that  day  m  the  Ctuk,  "y  di6  para  ayuda  dc  costa  del  catral  mo 
reatei  que  le  coireipoodian  de  lu  apfovechamienio  conro  autor."  {Buiif 
ti/i  Hiifaniqat  (190HS),  p.  77.) 
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the  deputies  of  the  brotherhoods  received  174  reals, ^  It 
thus  appears  that  at  this  time  the  total  receipts  of  a  per- 
formance varied  from  about  350  to  450  reals  vellon. 
About  three  years  after  this,  in  1583,  "on  some  occasions" 
the  hospitals  reaUzed  as  much  as  300  reals  as  their  share 
of  a  single  performance.^  On  February  10,  1586,  Jero- 
nimo  Velazquez  gave  a  representation  to  which  women 
only  were  admitted/  which  realized  760  reals,  the  charge 
being  one  real  for  each  person.  From  a  representation 
given  on  August  10,  1603,  the  share  of  the  brotherhoods 
was  2S2  reals.* 

The  theaters  of  Seville  furnish  interesting  information 
upon  this  point.  We  learn  that  from  April  3,  161 1,  to 
February  4,  1614,  five  hundred  and  twenty-six  representa- 
tions of  comedias  were  given  in  that  city :  two  hundred 
and  sixty-eight  in  Doha  Elvira  and  two  hundred  and  fifty- 
eight  in  the  Coliseo.  During  this  period  of  nearly  three 
years  the  city  received  as  its  share  of  the  takings  of  the 
theaters  53,346  reals,  or  a  little  over  loi  reals  for  each 
representation."  As  the  city's  portion  consisted  of  eight 
maravedis  from  each  person  who  entered  the  theater,  we 
find  that  the  average  attendance  at  these  popular  theaters 
during  this  period,  when  the  drama  was  at  its  height,  was 
about  431.  We  have  seen  above  (p.  56)  that  in  1622 
in  Seville  the  average  number  of  persons  who  paid  an 
admission  to  the  theater  was  350.  Indeed,  the  renting  of 
the  corralei  in  Seville  seems  frequently  to  have  been  a 
losing  speculation  for  the  lessees,  and  as  early  as  16 19 

*  "Valid  el  aprovechamiMito  de  la  entrada  At  la  puerta,  qur  pen«nccia 
al  dicho  Cisneroi,  23}  realei  •  •  •  Y  para  lai  Coiradtitt  hubo  aqu«l  dia  de 
catraitiOt  labladoa  {gradas),  corredor  {dt  ini  mugfftt),  y  vcntanas  {af^- 
jtmtPt)  174,  realei."  (Peljicfr,  I,  p.  6t.)  That  Citncros  repte«Cllted  OQ 
October  it  it  cooiirmed  by  P^rez  Pastor,  Bull,  tlhfi.  (1906),  p.  77. 

'  Ihd.,  p.  76. 

'  See  above,  p.  45. 

*"Ue  lai  niugcr«»=:97  n.;  de  lot  hombre»=ii9  rt.;  de  lai  ventanat  = 

14S  n>;  d<  tat  celotiat  j  filial  — tS  rSn^aSa  reals."     {Pellieer,  Hiitrie- 
mttm*.  I,  p.  ty) 
*  Sanchrz-Arjooa,  jinaUt,  p.  147. 
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we  find  that  "comedias  have  reached  such  a  point  in  this 
city  [Seville],  that  very  few  people  come  to  see  them,  S.nd 
all  autores  or  managers  of  companies  who  visit  the  city 
leave  it  in  debt  and  ruined."* 

As  regards  the  rental  paid  for  the  corrales,  we  have, 
for  the  early  period  at  least,  some  definite  information. 
On  May  5,  1568,  Jeronimo  Velazquez  began  to  represent 
in  one  of  the  corrales  of  Madrid  and  paid  6  reals  for 
each  day  that  he  gave  a  performance.*  In  1574  the 
Italian,  Ganassa,  paid  10  reals  per  day  for  the  rent  of  the 
Corral  de  la  Pacheca^  and  in  1583  Antonio  Vazquez  and 
Juan  de  Avila,  who  performed  in  the  Corral  del  Principe, 
also  paid  a  daily  rental  of  10  reals.*  It  seems  that  for 
the  year  1579  the  sum  of  6000  maravedis  was  paid  for 
the  rental  of  the  Corral  de  Puente.^ 

For  a  number  of  years  following  1583  we  have  no 
information,  but  it  appears  that  even  prior  to  1600  the 
brotherhoods  had  sublet  various  privileges.  In  i6oz  the 
buncos  and  ventanas  of  the  two  Madrid  theaters  were  let 
to  Alonso  and  Juan  Estebanez,  Afterward,  instead  of  a 
partial  renting,  the  deputies  of  the  brotherhoods  deter- 
mined upon  a  total  rental.  This  began  in  1615,  accord- 
ing to  Pelliccr,  when  the  two  corrales  were  rented  to  Juan 
de  Escobedo  for  two  years  for  27,000  ducats,  and  at  the 
expiration  of  this  lease,  in  161 7,  to  Matias  Gonzalez  for 
four  years  for  105,000  ducats,  and  in  1621  to  Luis  Mon- 
zon,  Gabriel  de  la  Torre,  and  Gabriel  Gonzalez,  also  for 
the  term  of  four  years,  for  106,500  ducats,  beginning  on 
St.  John's  day  of  that  year  and  ending  in  1625.  The  two 
theaters  were  then  leased  to  Francisco  de  Alegria  from 
1619  to  1633,  for  115,400  ducats,  and  for  the  four  fol- 
lowing years  to  Juan  de  la  Serna  y  Haro  for  100,700 

'  Sanchez-Arjona,  Analii,  p.  197. 

"Pellicer,  1,  p.  48.  *  tbid,,  p.  54.  *  thid.,  p,  69. 

*  BuUetin  Hispaniquf  (i;M>)i  p.  77.  This  sum  i»  almosi  itjCfedibljT 
(mall,  Iea«  (ban  loo  reaU,  while  (here  were  at  leait  fifty  rcpreientltioD* 
in  the  corral  during  that  year.    {Ibid.,  pp.  73-75') 
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ducats.*  These  amounts  are  very  large  compared  with 
the  rentals  of  the  Seville  theaters.  In  1585  the  rent  of 
the  Huerta  de  la  Alcoba  was  450  ducats  yearly.  In  161 1 
that  of  the  Coliseo  was  2250  ducats,  which  was  reduced 
to  2000  ducats  in  1622,  though  even  at  this  figure  it  was 
a  losing  enterprise  for  the  lessee,  as  it  was  shown  to  be 
worth  only  about  1600  ducats.'  That  the  leasing  of  the 
Madrid  theaters  was  not  always  profitable  is  shown  by  the 
fact  that,  on  the  death  of  Francisco  tie  Alegria  (see 
above),  his  widow.  Dona  Juana  Gonzalez  Carpio,  de- 
clared in  a  petition  that  her  husband  had  not  only  left  her 
without  means  to  support  herself  and  her  four  children, 
but  that  he  had  also  dissipated  a  large  part  of  her  dowry.' 

^PelHcer,  Hittriomtmo,  I,  pp.  96,  97,  who  givei  the  condidoni  of  Luii 
MoDzon'i  leate,  ibid.,  pp.  988.  I  do  not  undentand  the  itatementi  in 
P^rex  Pastor,  Ntuvot  Datos,  pp.  Sa,  iii,  1S3,  139,  iS4i  X4i|  ^nd  158.  The 
latter,  for  inatance,  reads:  "Arrendamiento  de  lot  corralei  de  comediai 
de  la  Cms  y  del  Principe,  deide  Camestolendas  de  161s  i  Camestolendas 
de  1616,  hecho  por  Criit6bal  Lopes  en  900  ducados  por  terdos  [Le.,  in 
three  pajnaents].  Madrid,  7  Abril  1615."  The  amount  of  the  rent,  more- 
OTcr,  is  so  low  that  the  persons  mentioned  were  probably  sublessees  of 
some  pririlege;  in  1609  the  sum  specified  is  only  400  ducats.    (Ibid.,  p.  iii.) 

'  Sanchez-Arjona,  Analet,  pp.  73,  148,  as3. 

*  Pellicer,  I,  p.  98. 
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Character  of  the  actors  and  actresses.    Decrees  regulating  theatrical     j 
performances.    The  opposition  of  churchmen.    Decrees  oi  1 598, 
1600,  1603,  1608,  and  1615  for  the  reformation  of  comedias. 


Despite  the  hardships  endured  by  companies  of  strolling 
players,  they  seem  never  to  have  had  any  difficulty  in  re- 
cruiting their  ranks.  Looked  at  askance  in  every  town 
and  hamlet,  and  often  threatened  at  the  village  gates  as 
perverters  of  the  public  morals  and  promoters  of  idleness, 
there  were  still,  at  all  times,  many  to  whom  this  life  made 
a  strong  appeal.  Though  under  the  ban  of  the  church  and 
denied  civil  rights  for  centuries,  the  followers  of  Thespis 
have  continued  to  flourish  and  increase,  so  potent  has  been 
the  glamour  of  the  stage  and  so  alluring  the  love  of  a 
wandering  life.  Even  amid  the  trials  and  tribulations  so 
graphically  described  by  Agustin  de  Rojas,  their  numben 
in  Spain  steadily  multiplied,  and  with  the  increase  in  num- 
bers the  growing  license  of  the  stage  kept  pace.  We  have 
already  mentioned  the  lascivious  dances,  like  the  "pestif- 
erous Zarabanda,"  the  Chacona,  Escarraman,  and  others 
which,  making  their  appearance  about  1588,  became 
one  of  the  most  powerful  attractions  of  the  comedia. 
Urged  on  by  the  applause  of  the  dreaded  tnosquetero 
and  of  the  dissolute  "noble,"  these  dances  were  car- 
ried to  a  point  which  sorely  tried  the  conservers  of  the 
public  morals,  which  latter  were  by  no  means  exalted  in 
that  not  over-scrupulous  age. 

The  dissoluteness  of  the  actresses,  who  were  frcquenlly 
^sguised  as  men  upon  the  stage,  and  the  dangerous  infiu- 
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WOMEN  FORBIDDEN  TO  ACT 

'fence  of  these  performances  upon  a  people  among  whom 
the  craze  for  theatrical  representations  had  become  uni- 
versal, caused  a  few  eminent  theologians,  in  1 587,  to  step 
into  the  breach  and  attempt  to  stem  the  tide  that  was 
sweeping  everything  before  It.  They  failed,  as  we  have 
seen,  for  the  indecent  songs  and  dances,  which  the  govern- 
ment made  a  feeble  effort  to  suppress,  were  succeeded  by 
others  not  more  decorous,  and  the  result  was  that  in  1596 
women  were  forbidden  "to  act  in  the  said  comedias."' 
Whether  this  prohibition  was  ever  enforced,  however,  is 
open  to  serious  doubt;  at  all  events,  the  death  of  Princess 
Catharine,  Duchess  of  Savoy  and  sister  of  Philip  the 
Third,  on  November  6,  1597,  offered  an  opportunity  for 
putting  a  stop  to  the  comedia,  and  the  King  accordingly 
commanded  the  theaters  of  Madrid  to  be  closed. 

The  churchmen  and  other  opponents  of  the  theater 
took  advantage  of  this  suspension  of  theatrical  representa- 
tions to  renew  the  question  of  suppressing  them  perma- 
nently. The  King  submitted  the  matter  to  a  council  of 
three  theologians,  who,  after  prolonged  discussion,  finally 
decided  against  the  theaters,  and  the  King  concurring  in 
this  "consulta  theologica,"^  a  royal  rescript  was  issued 
on  May  2,  1598,  declaring  that  thenceforth  no  come- 
dias  should  be  represented.     Among  other  evils  attrib- 

'  See  nbove,  p,  14,5, 

*  Tlie  following  ii  the  text  of  thh  eottiulta,  aa  given  by  Schack,  and 
whicb  n  cootained  in  a  MS.  in  the  Royal  Academy  of  History:  "Consulta 
que  hizieron  a  S.  M.  el  Rey  D.  Felipe  II  Garcia  de  Loaysa,  Fray  Diego  de 
V«ipea  y  Fray  Gatpar  de  Cordoba  «obre  las  Comedias."  After  recocnmend- 
ifiX  thf  complete  suppression  of  the  comedia,  they  say:  "Destas  rcpTcarn* 
t#ciofiea  y  comedias  se  ligue  otro  gravisimo  daiio  y  ci  que  la  genie  se  da 
al  ocio,  deleytes  y  regalo,  y  bc  divlerte  de  la  milicia,  y  con  loi  baile* 
estM  que  cada  dia  inventaD  estos  faranduleroi  y  cod  las  fiestas, 
tea  y  comedias  se  haze  la  gente  de  Espafia  muelie  y  afeminada  e 
para  las  cosas  de  travajo  y  guerra. —  .  .  ,  Pues  tiendo  eito  asi  y 
V.  Mgd.  tan  preciaa  necesidad  de  hazer  guerra  a  los  enemigoa  de 
la  fi  f  apercebernos  para  ells,  bien  se  vee  quan  mal  aparejo  es  para  laa 
Sffsaa  el  uso  tat)  ordinario  de  las  comcdiai  que  aora  se  represcntan  en 
Eapifts.  Y  a  juirio  de  persona*  ptudentes,  si  el  Turco  o  xirife  o  Rey  de 
Joglaterra  quitieran  buscar  una  ipverkcion  clicaz  para  trruinamos  y 
<l««iminiM,  no  la  hallaran  mejor  que  ta  desrov  faraodulerot,  pues  a  guisa 
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utable  to  comedlas,  according  to  this  consuUa,  was  "that 
they  fostered  habits  of  idleness  and  pleasure-sedcing  in  the 
people  and  turned  their  minds  from  warlike  pursuits; 
that  the  banquets,  festivals,  and  comedias  were  rendering 
the  Spanish  people  effeminate  and  unfit  for  the  hardships 
of  war,  and  that  the  King,  being  obliged  to  wage  war 
against  the  enemies  of  the  faith,  was  ill  prepared,  as  a 
result  of  the  comedias  as  they  are  now  represented  in 
Spain.  That,  in  the  judgment  of  prudent  persons,  if  the 
Turk  or  the  King  of  England  wished  to  seek  an  efficient 
device  to  ruin  and  destroy  the  Spanish  nation,  he  could 
find  none  better  than  that  of  these  players,"  etc. 

This  recommendation  of  the  council  of  theologians  was 
followed,  as  just  stated,  by  a  royal  decree  prohibiting  the 
representation  of  comedias,  Perez  Pastor  states  that  the 
King  called  this  consulta  of  theologians  at  the  instance  of 
D.  Pedro  de  Castro,  Archbishop  of  Granada,  who  had 
represented  to  his  Majesty  the  harm  resulting  from  these 
representations.  This  Is  borne  out  by  the  only  text  of  the 
decree  of  May  2,  1598,  directed  to  the  Corregidor  of 
Granada,  which  has  only  lately  been  discovered,'  That  this 
prohibition  was  not  intended  to  be  permanent  is  evinced 

dt  UI109  matiaso!i  ladrones  abrazando  matan  y  atosigan  cod  el  gabor  y 
guato  de  to  que  represenun,  y  ha:(cn  mugcriles  y  floxoa  los  corazones  dt 
Queatroa  Espaiiales,  para  que  no  sigao  la.  guerra  o  aean  inutilcs  para  loi 
trabajos  y  «erdcios  dc]1a."  [Getchiehte  der  dramauiiken  Literatur  aai 
Kunst  in  Spanien,  Vol.  HI,  Nachtrdgt,  pp.  z8,  ag.) 

^  Bibiiagrafia  Madrileiia,  Part  I,  Madrid,  189J,  p.  308.  Tht  text  of  thii 
royal  provision  i»:  "Don  Phelipe,  por  In  gracia  de  Dios,  etc  ....  A  TOt  tl 
niteitro  Corregidor  de  la  ciudad  de  Graoada ;  Scpades  que  Nos  fwaxt 
informado^  que  en  nucsrros  rcinos  hay  muctios  bombrea  y  mugem  qut 
aadan  en  CompanLaa  y  tienen  por  oAcio  representar  comedias  y  no  tieDui 
DCro  alguRO  de  que  auacentsrae,  de  que  se  »iguen  inconvenientes  de  gna 
cona.ideracian.  Y  visto  por  [os  de  nuestro  Coaaeio  fu£  scordado  que  dc- 
biamot  mandar  dar  esta  nucstra  Carta  para  %>oa  en  la  dicha  raton.  £ 
Noi  tuvimoalo  por  bieo ;  por  to  ()ual  os  mandamos  que,  por  ahora,  09 
consimais,  ni  deis  lugar  que  en  esa  Ciudad  ni  su  tierra,  las  dicbat  CM>- 
panias  represcDten  en  los  lucres  publicos  destinadoa  para  ello,  ni  efl  ciKi 
particularcs,  ni  en  otra  parte  alguna;  y  no  fagadrs  ende  at  so  petta  dc  I' 
nuestra  tnerced.  Dada  en  la  Villa  de  Madrid,  en  2  de  Mayo  de  I59>''* 
(Cotarelo  y  Mori,  COHIrOvernati  p,  630,) 
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by  Its  very  words.  It  commands  that  the  Corregidor  of 
Granada  "for  the  present  ("por  ahora")  shall  not  consent 
or  permit  in  the  said  city  or  its  neighborhood  the  said  com- 
panies to  represent  in  the  public  places  destined  for  that 
purpose,  nor  Jn  private  houses,  nor  in  any  other  place 
whatever." 

This  decree  was  doubtless  intended  primarily  to  apply 
to  Madrid/  though  1  have  been  unable  to  find  the  text 
which  refers  to  the  theaters  of  the  capital.  The  theaters 
of  Madrid  were,  however,  closed,  but  only  for  a  short 
rime,  for  in  the  course  of  the  same  year  in  which  the 
decree  was  issued,  the  city  sent  a  petition  to  the  King 
requesting  its  revocation,  which  petition  has  been  pre- 
served. In  this  Memorial  the  various  reasons  arc 
set  forth  why  comedias  should  again  be  permitted  Jn 
Madrid,  stating  among  other  things  that  if  excesses 
exist  in  the  comedias,  they  can  readily  be  removed; 
that  comedias  had  been  represented  in  the  time  of  the 
King  and  of  his  predecessors,  and  that  they  were  per- 
mitted and  favored  in  all  well-instituted  commonwealths; 
that  the  comedia  Is  **an  example,  notice,  portrait, 
mirror,  model,  doctrine,  and  warning  of  life,  whereby 
prudent  and  docile  men  may  restrain  their  passions,  flee 
vices,  elevate  their  thoughts,  and  learn  virtues  by  demon- 
stration, for  all  these  are  to  be  found  In  the  comedia, 
whence  it  follows  that  more  may  be  apprehended  by  the 


^  It  {*  verf  probable  that  the  closing  of  the  theaters  in  Madrid  in  1598 
«ra*  alto  due,  in  no  small  degree,  to  the  prevalence  oi  the  pest  in  that 
ck^.  Tills  is  ihown  by  the  following  work  published  in  Madrid  in  that 
yrat:  Brtve  Tratado  it  Pette,  con  lui  caitsat,  tehaift  y  curadoa:  y  de  (o 
^mf  mi  ftftfttte  torre  in  etta  villa  de  Madrid,  y  tu3  cantoraos.  Compuesta 
por  el  Doaor  Antonio  Perex  Medico  y  Cirujano  de  su  Mzgestad.  ...  En 
Madrid,  Por  Luis  Sanchez.  Aao  MDXCVIII.  In  his  dedication  he  states 
thai  be  hid  undertaken  to  attend  "^ssi  a  la  formocion  d<?  la  caia  y  hospi- 
tal, pam  rccoger  lot  que  por  esia  villa  huuiese  tocados  dette  mal,  como  i 
la  cura  dellos,  dando  noticia  a  V.  m.  y  al  seiior  Corregidor  don  Rodrigo 
del  Aguila,  dos  veces  en  ii  aemana,  de  to  que  passa,"  etc.  (P^rez  Pastor, 
Biititgrafia  MaJriUtia.  Part  1,  p.  jii.)  Pitei  Pastor  {ibU.,  p.  308) 
It  "mal  d*  itcas  qtic  en  la  £poca  se  padecia  ea  Madrid.*' 
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eyes  than  may  be  taught  by  the  understanding.  There 
is  represented  the  happy  end  of  the  just  king,  the  reward 
of  virtue,  the  Importance  of  prudence,"  etc.  That  those 
who  visit  the  comedia  may  be  reduced  to  two  classes:  the 
idle  and  vicious,  and  the  virtuous  and  occupied,  and  the 
comedia  does  not  make  the  former  worse  nor  the  latter 
less  good  (mettos  buettos),  for  to  the  one  it  serves  as  a 
bridle  and  restraint  upon  their  vices,  and  to  the  others  as 
a  spur  to  virtue  and  labor,  of  which  both  will  be  deprived 
if  comedias  be  suppressed  entirely.  The  most  urgent 
reason  assigned  is  that  three  or  four  of  the  largest  hospi* 
tals  of  the  city  are  supported  by  the  comedia,  the  General 
Hospital  receiving  in  each  year  more  than  8000  ducats. 
Another  reason  is  that,  comedias  in  Spain  being  always 
written  in  verse,  the  actor  is  thereby  prevented  from 
interpolating  anything  he  chooses;  he  is  obliged  to  speak 
what  the  poet  has  written,  etc.  Lastly  and  strangely 
enough,  it  recites  that  comedias  had  not  been  prohibited 
elsewhere  ''in  these  kingdoms."^ 

It  is  probable  that  this  protest  was  originated  by  the 
directors  of  the  hospitals  of  Madrid,  who  thus  saw  the 
chief  source  of  their  income  cut  off.  Still,  this  Memorial 
was  unavailing  for  the  moment,  though  the  King  seems 
to  have  been  willing  that  the  theaters  should  be  reopened, 
and  an  edict  had  been  prepared  to  that  effect,  but  hi) 
confessor,  Fray  Diego  de  Yepes,  opposed  it  so  strenuously 
that  the  order  was  revoked.^ 

Finding  the  King  on  their  side,  the  overseers  of  the 
hospitals,  we  may  feel  sure,  did  not  relax  their  efforts  to 
secure  the  repeal  of  a  law  which  stifled  them  out  of  cxi»- 

*  Memorial  dr  l&  filia  de  Madrid  piditnio  al  Rey  Fttipf  It.  fmt  tt 
abritscn  ht  ttalros,  cerradoi  fior  la  muerte  dt  ia  Infanta  D*  CaUlive, 
DuQueta  de  Sabofa,  Madrid,  1593.  Printed  in  full  in  P^rez  PiMor,  Jtid'»- 
grafia  Madrtleha,  Part  I,  p.  304. 

'  This  information  is  furnished  by  Cabrera,  ReiadvnfS,  etc,  p.  j,  wber* 
\re  find  the  following  entry:  "Madrid,  i(i  de  Enero  1599.  Habiase  ftv- 
•vt'ido  i  inatancio  de  los  hospitales,  que  se  repreaentasen  raraedim*.  por  U 
mucba  bcceiidad  que  pftdecian  lot  pofarea  lin  el   aocorro  que  defto  in 
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fence.  Accordingly,  we  find  that  on  March  10,  1599,  the 
town  council  of  Madrid  resolved  to  send  Sr.  Gregorio  de 
Paz  to  Valencia,  where  the  King  then  was,  to  present  to 
his  Majesty,  on  the  part  of  the  city,  a  memorial  begging 
permission  to  have  the  city  decked  in  the  customary  man- 
ner for  the  reception  of  the  Queen,  and  also  that  the  King 
be  pleased  to  permit  comedias  and  public  representations.' 
So  strongly  did  this  petition  move  Philip  the  Third  that  he 
overruled  the  objections  of  his  confessor,  and  on  April  17, 
1 599,  comedias  were  again  allowed  to  be  played  in  the 
theaters  of  the  kingdom,* 

On  the  following  day  Philip  the  Third  was  betrothed  to 
the  Archduchess  Margaret  at  Valencia,  and  during  these 
festivities  an  allegorical  auto  by  Lope  de  Vega,  entitled 
L.as  Bodas  del  Alma  con  el  Amor  divino^  was  represented 
in  one  of  the  public  squares  of  Valencia. 

With  this  decree,  however,  the  opponents  of  the  thea- 
ter, among  wiiom  the  most  influential  was  Don  Pedro  de 
Castro,  Archbishop  of  Granada,  were  not  satisfied.  They 
insisted  upon  the  evil  effects  of  the  plays,  and  especially 
of  the  dances  then  in  vogue  upon  the  stage.  Accordingly, 
in  April,  1600,  a  council,  consisting  of  four  of  the  King's 
Council,  four  theologians,  and  Fray  Gaspar  de  Cordoba, 

^cnia,  ficrtt  t\  Confesor  d(  S.  M.  lo  hi  rcsittido  de  itiancra  que  se  ba 
Btadado  revocar  la  orden  dada." 

*  "Acurrdo  de  lo  de  Marzo  de  1599: — Que  el  Sr.  Gre^rio  de  Paz  vaya 
A  la  ciudad  de  ^'alrncis  i  Hcvar  i  S.  M,  d«  parte  desta  VMIa  ud  mcmortal 
•u^icandole  d^  licencia  i  eita  Villa  para  que  para  el  recibimiento  de  la 
It^ysa  nueitra  tenora  «e  pueda  vestir  cocno  cs  acosiumbrado  y  para  que 
•e  drva  dar  ticencia  para  que  h&y»  comediai  y  rtpresentadones  publtcat. 
— Acuerdos  del  Ayuntamiciito  de  Madrid,  t"  34,  fo  i£,"  Sr,  P£rez  Pastor 
add^:  "Eo  ettc  ano  le  Ati6  (sesidn  de  S  de  Enero)  para  detpu^s  el  aam- 
brar  la>  commonei  de  Autos,  danxa*  y  toroa."     {Nue^tti  Datoi,  p.  49.) 

•"Madrid,  i  17  d*  Abril  1599:— Tambien  le  ha  dado  licencia  pari  que 
dv  M|1l}  adelante  le  hagan  comedia*  eri  los  teatroa  como  las  10) ia  habcr, 
Iai  «^ale«  dizeo  que  »e  comenzaraD  i  represeotar  desdc  cl  lunei,"  (Ca- 
brera, Kflaeionfi,  etc.,  p.  18.) 

*  Publikhed  in  hfs  Feregrine  en  tu  Patria,  Seville,  1604,  foil.  g^-toS.  The 
memorial  of  Alonto  de  Cisnero*  printed  by  P*rej  Pastor,  Nufvoi  Datot, 
p.  j4t,  rrqucaiing  that  he  be  allowed  10  rneet  the  ivew  Queen  with  hit  cotn- 
p»nj  and  to  perform  on  the  way,  doublleM  refers  to  this  event. 
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the  King's  confessor,  was  called'  to  determine  what  re- 
strictions were  to  be  imposed  upon  the  theater,  or  rather 
to  formulate  the  conditions  under  which  comedias  might 
be  represented.  The  opinion  of  the  theologians  was  that 
"the  comedias,  as  they  had  been  represented  up  to  that 
time  and  as  they  were  then  performed  in  the  theaters, 
with  the  sayings,  actions,  gestures,  bmles,  and  vulgar  and 
lascivious  dances,  were  unlawful  and  that  it  is  a  mortal 
sin  to  represent  them."  They  resolved  that  the  conditions 
under  which  comedias  might  be  represented  were  the  fol- 
lowing: (i)  That  the  subject-matter  of  the  comedia  be 
not  evil  or  licentious,  and  that  all  immodest  dances,  say- 
ings, and  gestures  be  eliminated,  as  well  from  the  come- 
dias as  from  the  entremeses.  (2)  That  the  many 
companies  of  players  be  reduced  to  four,  which  companies 
alone  shall  be  licensed  to  represent  comedias.  (3)  That 
women  should  not  in  any  circumstances  be  permitted  on 
the  stage,  nor  should  monks  or  prelates  visit  the  theaters; 
and  if  boys  play  female  characters,  wearing  women's  at- 
tire, they  must  not  appear  rouged  and  must  bear  them- 
selves with  due  modesty.  (4)  That  no  representations 
shall  take  place  in  Lent,  nor  on  the  Sundays  in  Advent, 
nor  on  the  first  day  of  the  three  Pasquai;  nor  may  any 
company  remain  in  any  town  more  than  one  month  in  each 
year,  nor  may  two  companies  play  at  the  same  time,  and 
in  the  said  month  they  may  play  only  three  days  in  each 
week— on  Sunday  and  on  two  other  days— which  should 

'  Pellicer,  Hitirtotrhme,  Vol.  I,  p.  151.  Cotarelo  y  Mori,  Comtrovfrtisj, 
p.  208,  sayi  it  wai  the  Duke  of  Lerraa  who  wax  favorabie  to  ih«  no- 
tinuancc  of  th«  comedia  and  vvtio  desifcd  thii  commiiaion  to  be  appointed, 
the  text  of  which,  directed  to  one  of  the  King's  Cuinci),  the  Licentiate 
Bohorques,  ii  ai  fotlowi:  "Su  Magestad  ha  mandado  que  quatro  de  ft) 
Contejo  m:  junten  con  quatro  tedlogos  en  el  apoiento  de)  P.  ConfeW 
[Fr.  Gatpar  de  Cordoba]  para  conferir  y  ajuitar  la  forma  cd  que  m 
puedeo  permitir  las  comedias.  Uno  de  loa  jenaladot  c>  Vm.  y  el  P.  Coa- 
fcior  aviBari  el  dia  en  que  le  hubieae  de  hacer  la  junta.  De  Casa,  19  de 
Abril  de  i6cx>,"  Thii  Couitcil,  Sr.  Cotareto  layt,  could  not  a^cc,  and  it 
was  finally  incrCMed  to  Include  cleren  theologiaDa  who  formulated  tht 
dittamtn. 
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be  feast-days,  when  there  are  any.  (5)  That  in  churches 
and  convents  only  plays  of  a  purely  devotional  character 
be  allowed.  Further  conditions  were  that  the  men  should 
be  separated  from  the  women  and  should  enter  by  dif- 
ferent doors;  that  no  plays  should  be  acted  in  the  univer- 
sities of  Alcala  or  Salamanca,  except  during  vacation; 
that  all  comedias  and  entremeses,  before  being  acted  in 
public,  shall  be  played  before  a  number  of  learned  per- 
sons, among  them  at  least  one  theologian;  that  a  judge  be 
appointed  to  enforce  the  penalties  against  those  who 
break  these  conditions;  and,  finally,  that  a  license  to  per- 
form should  be  granted  for  one  year  only  **como  para 
prueba  y  cxpcriencia  de  su  observancia."' 

TTus  dictamen  of  Fray  Caspar  de  Cordoba  and  his  ten 
colleagues  was  referred  to  the  King's  Council,  who  issued 
iC  in  the  same  year,  though  modified  in  several  particulars. 
After  reciting  in  substance  the  opinion  of  the  theologians 
that  there  should  be  nothing  improper  in  the  comedias  nor 
in  the  songs  and  dances,  concurring  in  the  seasons  and 
times  fixed  by  them,  and  adding  that  on  the  days  that 
comedias  are  given  the  doors  of  the  theater  shall  not  be 
opened  until  two  o'clock,  "so  that  the  people  may  not 
miss  the  Mass,  and  for  other  reasons,"  the  document  pro* 
ceeds  as  follows ;  "And  since  they  [the  theologians]  like- 
wise say  that  women  shall  not  act  because  their  freedom 
{desenvoltura)  in  such  public  acts  incites  to  evil,  and  that 
if,  in  the  place  of  women,  boys  appear  on  the  stage  in 
female  attire,  they  shall  not  appear  rouged  or  in  any  un- 
seemly make-up  (composHira),  it  appears  to  this  Council 
that  it  is  much  less  improper  that  women  should  act  than 
that  boys  should  Appear  in  female  attire,  even  though  they 
be  not  rouged  nor  made  up,  provided  that  the  said  women 
do  not  appear  in  the  habit  or  dress  of  men  and  be  accom- 
panied by  their  husbands  or  fathers,  and  not  otherwise. 

*P>nkrr,  Hiitritnitmo,  VoL  I,  p.  iji.    This  ditiamtn  U  wtyt  reprinted 
in  Cef trelo  y  Mori,  Cantrovfrtiai,  p.  3ot. 
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'*As  regards  the  opinion  of  the  churchmen  that  th( 
shall  be  only  four  companies  of  players  in  the  kingdoms 
and  that  none  of  them  may  remain  in  any  one  place 
longer  than  a  month,  and  that  they  may  not  perform  in 
any  one  place  more  than  four  months  in  any  whole  year, 
and  that  two  companies  may  not  play  at  the  same  time  in 
one  place  nor  act  more  than  three  days  in  any  week,  Sun- 
days and  feast-days  included,  it  appears  that  that  portion 
which  refers  to  the  number  of  companies  and  to  the  days 
on  which  they  may  represent  ought  to  be  at  the  disposal 
of  the  Council,  as  tt  has  always  been,  so  that  the  Council 
may  decree  as  it  seems  proper,"  etc' 

That  the  recommendation  of  the  theologians  that  there 
should  be  but  four  companies  of  players  was  disregarded, 
is  further  shown  by  the  following  autores  de  comediai, 
whom  I  find  mentioned  between  February,  1600,  and 
April  26,  1603 ;  Melchor  de  Villalba,  Gabriel  de  la  Torre, 
Gaspar  de  Porres,  Juan  de  Villalba,  Baltasar  Pincdo, 
Diego  Lopez  de  Alcaraz,  Pedro  Jimenez  de  Valenxuela, 
Gabriel  Vaca,  Antonio  de  Villegas,  Miguel  Ramirez,  Juan 
de  Tapia,  LuJs  de  Castro,  Alonso  de  Paniagua,  Jeronimo 
I^pez  de  Sustaya,  Alonso  Riquelme,  Pedro  Rodriguez, 
Melchor  de  Leon,  Diego  de  Rojas,  Gaspar  de  los  Reyes, 

'  Cotarelo  y  Mori,  Cenirover/ias  sttbre  la  Lieitud  det  Teatre,  pp.  i6j, 
164.  The  resolution  of  this  Council  as  given  by  Cabrera  de  Cordobit 
varies  only  slightly  from  the  above,  itating  chat  permissioii  is  grmmtd  n 
represent  comediat  de  kistorias,  but  that  tfaey  must  not  contain  acts  of 
religion  or  of  the  saitita.  The  passage  in  Cabrera,  Rflaciones,  p,  59, 
under  date  of  February  4,  1600,  i*:  "Solatnentc  «  ha  (omado  reioludoo 
que  puedan  repreacDtarse  comedias  ea  los  teatros  de  aqui  adelatitc,  lo  quil 
cstaba  prohibido  por  evitar  el  cscnndalo  y  ma]  cxcniplo  que  en  ellas  habia; 
pero  porque  los  hospital cs  no  pierdan  rl  provecho  que  se  Ics  sigue,  tin  Iv 
qual  se  padecia  mucha  en  la  cura  de  los  pobres,  y  esiaban  para  cerrarse 
los  hospitales  porque  no  bastaban  las  Hmosnas,  se  da  licencia  pan  K 
repretchtar  caniedlas  de  historlas,  y  que  no  se  mezclett  sctos  de  religioo 
ni  de  santos;  y  que  las  naugcies  que  representarea  no  se  pongao  en  habito 
de  bombrc,  sino  Crayendo  vaqueros  largos,  y  que  scan  casadas  con  \'^ 
mismos  que  repregentaren,  y  que  fuera  de  alii  los  unoa  ni  lot  otros  i» 
puedan  andar  vestidos  de  seda  ni  cod.  guarnicion  de  ella  a\  de  oro,  sobre 
la  qual  ha  habido  junta  de  te61ogos,  canonistas  y  juristai,  para  tomai  eita 
resolucioti." 
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Juan  de  Morales  Medrano,  and  Gabriel  Nunez,  no  less 
than  twenty-one  heads  of  companies. 

By  a  royal  rescript  dated  April  26,  1603,  the  number 
of  theatrical  companies  was  limited  to  eight.^  The  text 
of  this  decree  is  as  follows:  "For  very  good  and  sufficient 
considerations  his  Majesty  has  commanded  that  within 
these  kingdoms  there  may  be  only  eight  companies  of  play- 
ers and  the  same  number  of  autores  or  managers  of  them, 
as  follows:  Caspar  de  Porres,  Nicolas  de  los  Rios,  Balta- 
«ar  de  Pinedo,  Melchor  de  Leon,  Antonio  Granados, 
Diego  Lopei  de  Alcaraz,  Antonio  de  Villegas,  and  Juan 
de  Morales,  and  that  no  other  company  may  represent 
within  these  kingdoms,  and  that  you  take  notice  of  this, 
so  that  you  may  fulfil  and  execute  it  inviolably  within  your 
district  and  jurisdiction ;  and  if  any  other  company  should 
represent,  you  shall  proceed  against  the  manager  and  the 
actors  and  punish  them  with  due  rigor;  and  you  shall  not 
in  any  manner  permit  companies  to  represent  in  the  mon- 
asteries of  friars  or  in  the  convents  of  nuns,  nor  shall  there 
be  any  representations  during  Lent,  even  though  they  be 
in  the  sacred  manner;  all  of  which  you  will  guard  and 
fulfil,"*  etc. 

'  it  appesra  that  fuch  a  craze  for  theatrical  performancea  had  seized  tit 
ctatsci  by  this  time,  etp«cially  artisans,  that  an  attempt  wai  made  by  the 
•uttioritiei  to  check  it  in  the  year  precediDg  this  decree.  In  1603  the  Alcat- 
dea  de  Casa  y  Corte  caused  it  Co  be  proclaimed  publicly  that  no  workman 
•r  iradesmaa  of  any  occupation  whatever,  nor  their  maiters,  visit  thp 
comrdia  on  worii-days,  under  a  penalty  of  two  years  of  banishment  and  a 
fine  <tf  3000  ma  raved  la.  (Perez  Pastor,  Bull  f  tin  Hiifianigui  (1907),  p. 
S^.)    See  alio  below,  p.  aao,  note  3. 

'TTiii  decree  of  April  26,  1603,  is  as  foMowt:  "Por  muy  juttaa  cauaai  y 
eedstderadouet  a  raaodado  au  Mageatad  que  en  todos  cslos  reynos  no 
pneds  auer  tino  echo  compaiiioa  dc  rcprcsentaolea  de  comedian  y  otroi 
lADio*  autores  de  ellos,  que  son  Caspar  dr  Porrea,  Nicolas  de  los  Rios,  Bal- 
tatar  de  Pinedo,  Melchor  de  Leon,  Antonio  Granados,  Diego  Lopez  dc 
Alcaraa,  Antonio  de  Vitlegaa  y  Juan  de  Morales,  y  que  ninguna  otra 
campsAi*  rcpreaente  en  eltoa;  de  lo  qual  se  adbierte  a  Vm.  para  que  ansi 
lo  bJigs  curaplir  y  executar  ynvtolablemence  en  todo  su  diatrito  y  juris- 
diccioB,  f  ai  otra  qualquiera  compania  rcpreaencaac,  proeederi  contra  et 
■utof  della  y  represent  antra,  y  los  castigari  con  el  rigor  neceaaario  y  en 
aiocvfta  nuoera  permiia  que  en  ningun  tiempo  del  ana  se  rrpreseaiea  co- 
lia*  ro  fnoaatcerio  de  fraytet  ni  monjas,  ni  que  en  el  de  la  quaretma 
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The  article  of  this  decree  restricting  the  number  of 
autores  de  comedias  to  eight  seems  not  to  have  been  ob- 
served, for,  in  addition  to  the  eight  enumerated  above, 
I  find  the  following  directors  of  companies  between  1603 
and  1 61 5  :  Alonso  de  Riquelme  (especially  designated  as 
"de  su  Magestad"),  Antonio  Ramos,  Domingo  Balbin, 
Alonso  de  Heredia,  Hernan  Sanchez  de  Vargas,  Alonsode 
Villalba,  Tomas  Fernandez  de  Cabredo,  Cristobal  Rami* 
rez,  Pedro  de  Valdes  (called  "de  su  Magestad,"  February 
2,  1 614),  Pedro  Llorentc,  Andres  de  Claramonte  ('*de 
losnombrados  por  su  Magestad/'  March  28,  1 6 14). 

In  1608  an  order  for  the  government  and  regulation  of 
the  theaters  of  Madrid  was  issued  by  the  licentiate  Juan 
de  Tejada,  of  his  Majesty's  Council,  to  whom  was  com- 
mitted the  protection  and  government  of  the  General  Hos- 
pital of  the  capital,  and  of  the  other  hospitals  which 
shared  in  the  profits  of  the  theaters.  This  order  is  so 
important  and  is  so  clearly  the  basis  of  the  subsequent 
decree  of  161 5  for  the  regulation  of  the  theaters,  that  I 
copy  it  here.  It  shows,  among  other  interesting  things, 
that  women  were  not  confined  to  scats  in  the  cazueta,  but 
that,  besides  the  aposentos,  they  also  occupied  the  gradas 
and  tarimas.  These  regulations  are  as  follows:  "(i) 
That  before  a  manager  may  enter  this  court  [Madrid] 
with  his  company,  he  must  first  obtain  a  license  from  that 
officer  of  the  Council  who  is  the  protector  of  the  said 
hospitals,  and  without  this  he  may  not  enter.  (2)  That 
before  Pascua  de  Resurrecc'wn  of  each  year  the  managers 
of  companies  shall  give  to  the  Council  an  account  of  th« 
company  they  have,  declaring  that  the  persons  whom 
they  bring  arc  married  and  to  whom  they  are  married,  and 
the  same  before  representing  in  this  court,  under  penalty 
of  20,000  maravedis  for  the  hospitals  and  punishment 

aya  repreaentacioncs  dcllai,  aunque  ica  a  Id  divino;  todo  to  qual  hiH 
guardar  y  rumpltr.  Porque  de  \o  contrario  se  tcndri  su  Magestad  pof 
deaervido.  De  Valladolid  i  id  dc  Abril  dc  i6oj  aiios.'*  ISchack,  Nttlt- 
tFig*.  p.  30,  and  ncfw  reprinted  En  Cotarelo,  Contravfriiai,  p.  6ai.) 


THE  DECREE  OF  1608 

besides.  (3)  That  the  manager  who  shall  happen  to  be 
in  this  court  shall  select  his  theater  for  the  Brst  week, 
which  begins  on  Monday,  otherwise  he  is  estopped;  and 
if  three  autores  should  happen  to  be  here,  they  shall 
divide,  each  one  representing  two  days  successively  (de 
arreo),  in  such  manner  that  in  twelve  days  each  one  is  to 
represent  eight  comedias,  four  in  each  of  the  theaters. 
(4)  That  two  days  before  the  representation  of  a  come- 
dia,  eHtrcmeSf  or  song,  the  said  comedia,  etc.,  is  to  be 
taken  to  the  officer  of  the  Council  for  examination,  and 
until  the  necessary  license  be  procured,  the  comedia,  etc., 
is  not  to  be  assigned  to  the  players  for  study,  under 
penalty  of  twenty  ducats  and  other  punishment;  and  no 
woman  shall  appear  to  dance  or  act  in  male  attire,  under 
the  same  penalty.  ( 5 )  That  the  doors  of  the  theaters  shall 
not  be  opened  until  twelve  o'clock,  noon,  and  representa- 
tions shall  begin  during  the  six  months  from  October  i 
at  two  o'clock,  and  during  the  other  six  months  at  four 
in  the  afternoon,  so  that  the  performance  may  end  one 
hour  before  nightfall;  and  the  commissioners  and  algua- 
dUs  shall  take  particular  heed  that  this  be  complied  with. 

(6)  That  it  be  clearly  indicated  on  the  posters  what 
comedias  are  to  be  represented  each  day,  and  he  who  for 
good  cause  shall  fail  to  do  so  shall  give  an  account  of  it 
to  the  officer  of  the  Council,  under  the  said  penalty. 

(7)  That  the  brotherhood  of  the  Pasion  and  of  the 
Soledad  shall  each  year  name  two  Commissioners,  satis- 
factory persons,  rich  and  unoccupied,  who  shall  take  their 
turn  by  weeks  in  each  theater,  and  before  naming  the 
whole  number  they  shall  furnish  the  list  to  the  officer  of 
the  Council,  so  that  he  may  attend,  if  he  so  desire.  (8) 
That  the  said  Commissioners  appoint  responsible  and 
trustworthy  persons  to  receive  the  profits,  who  shall  allow 
nobody  to  enter  without  paying  the  required  sum,  and 
they  shall  not  leave  the  doors  until  at  least  the  first  act  is 
over,  and  having  done  so,  they  shall  hand  over  the  money 
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to  the  proper  person  for  distribution.  (9)  That  only 
the  four  Commissioners,  the  person  with  the  book,  and 
the  money-takers  (cobradores)  shall  enter  without  paying 
either  for  entrance  or  for  a  seat,  and  no  other  person, 
either  because  he  is  an  alguacU,  scrivener,  brother  [co- 
frade),  or  deputy,  nor  for  any  other  cause,  and  of  this 
the  alguaciles  shall  take  particular  heed,  so  that  there  may 
be  no  disputes  on  this  account,  and  if  there  be,  they  shall 
arrest  the  person,  etc.  { io)  That  the  said  Commissioner 
shall,  during  his  week,  at  ten  o'clock  in  summer  and  at 
eleven  in  winter,  come  every  day  to  the  theater  to  which 
he  has  been  designated,  to  assign  (repartir)  the  benches 
and  aposentos,  preferring  titled  persons  and  the  nobility 
who  may  have  sent  to  request  them.  (11)  That  they 
allow  no  man  to  enter  or  remain  in  the  gradax  or  tarimas 
of  the  women,  nor  allow  any  woman  to  enter  at  the  men's 
entrance,  nor  permit  any  one  to  enter  the  dressing-room 
or  elsewhere  unless  he  be  a  player,  and  if  any  one  shall 
do  so,  the  alguaciles  shall  put  him  In  prison  and  shall  duly 
report  it,  so  that  the  person  may  be  punished;  and  no  friar 
shall  likewise  be  permitted  to  enter  the  corrales  to  sec  the 
comedias,  as  hereinbefore  commanded.  (12)  That  no 
man  be  permitted  to  enter  the  aposentos  especially  desig- 
nated for  women,  unless  he  be  known  to  be  the  husband, 
father,  son,  or  brother,  etc.  (13)  That  no  banco  or 
aposento  be  given  without  payment  for  it,  but  the  Com- 
missioners may  give  two  bancos  only  every  day  in  each 
theater,  during  the  week  in  which  they  serve,  to  accommo- 
date the  money-takers  and  such  others  as  are  necessary, 
and  no  aposento  may  be  given  to  anybody,  although  it  be 
vacant,  (14)  That  none  of  the  said  Commissioners  may 
depute  another  in  his  places  if  for  good  reasons  he  be 
unable  to  attend,  he  shall  notify  his  companion,  (ij) 
That  four  Commissioners  shall  consult  concerning  any  re- 
pairs to  the  theater,  etc,     (16)   That  that  officer  of  the 
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Council  who  is  protector  of  the  hospitals  shall  name  each 
year  a  Commissioner  of  the  said  hospitals,  who  shall  keep 
the  books  of  the  profits  of  the  said  comedias  and  share 
the  same  among  the  said  hospitals  as  agreed  upon.  ( 17) 
That  the  said  Com'tssario  de  Ubro  shall,  on  each  day  that 
a  comedia  is  given,  go  to  the  treasury  of  the  theater  at 
three  o'clock,  and  count  what  has  been  received  from  the 
seats,  hancoSf  and  aposentos,  as  well  as  the  quartos  taken 
at  the  doors,  and  shall  divide  it  in  the  manner  required, 
etc.  (18)  That  of  the  five  quartos  [=20  maravedis] 
which  are  received  at  the  entrance  from  each  man  and 
woman,  the  manager  shall  take  three,  and  the  General 
Hospital  one,  and  the  other  hospital  of  the  capital  and  that 
of  Anton  Martin  each  one  half  a  quarto;  and  of  the 
money  which  results  from  the  asientos,  bancos,  aposentos, 
ventanas,  and  celosias,  the  General  Hospital  shall  receive 
the  one  fourth  part,  that  of  the  Ninos  expositos  another 
fourth  part  and  one  eighth  of  it,  and  the  rest  to  go  to  the 
Hospital  de  ta  Pasion,  as  heretofore  determined,  etc. 
(19)  That  of  the  money  which  proceeds  from  the  venta- 
nai^  celosias,  and  other  things  of  which  the  General  Hos- 
pital does  not  receive  the  quarto  entrance  money,  one  fifth 
be  given  to  the  said  hospital,  and  the  remainder  be  divided 
as  profits  from  the  astentos  and  aposentos.  (20)  That 
a  separate  account  be  kept  of  the  moneys  resulting  from 
the  renting  of  the  corraUs,  the  coach-house,  and  the  six 
reals  which  each  autor  gives  for  each  representation  for 
repairs,  and  of  the  other  things  that  cannot  be  divided 
each  day,  and  that  care  be  taken  that  these  sums  be 
collected,  etc.  .  .  .  (26)  That  eight  days  before  the 
cJosc  of  the  year  the  Commissioners  shall  announce  the 
leasing  of  the  corraUs  for  the  following  year,  etc.  ,  .  . 
(29)  That  the  lessee  shall  not  receive  for  each  aposento 
more  than  twelve  reals,  nor  for  each  banco  more  than  one 
rcalt  under  penalty^  etc.  .  .  .   (ji)   That  no  curtains  or 
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hangings  may  be  put  in  the  aposentos,  nor  benches  in  the 
patio,  unless  they  be  fastened  to  the  walls."' 

On  October  j^  1611,  Dona  Margarita  of  Austria, 
wife  of  Philip  the  Third,  died,  after  having  given  birth  to  a 
son  on  September  22,  and  the  theaters  were  closed  in  con- 
sequence. This  was  a  blow  not  only  to  the  players,  but 
also  to  the  playwrights.  Thus  deprived  of  his  immediate 
source  of  income,  we  find  Lope  de  Vega  complaining  of 
his  ill  luck,  in  a  letter  of  October  6-8,  to  his  patron,  the 
Duke  of  Sessa :  "I  have  bidden  good-by  to  the  Muses  on 
account  of  the  absence  of  comedias;  I  shall  feel  their  loss, 
for,  after  all,  they  were  a  help  In  the  frequent  illness  that 
my  little  family  suffers."  Again,  speaking  of  the  same 
subject,  he  says:  "Only  the  comedla  has  felt  the  misfor- 
tune," and  adds:  "with  due  discretion  they  are  already 
trying  to  resuscitate  the  play  for  the  good  of  the  hospi- 
tals." =^ 

What  the  result  of  the  recommendation  of  D.  Juan  dc 
Tejada  was  we  do  not  know,  but  on  April  8,  1 615,  the 
Council  issued  another  decree  for  the  "Reformation  of 
Comedias,"  which  does  not  differ  materially  from  the 
decree  of  1603,  except  that  it  declares  that  there  shall  bt 
twelve  autores  de  comedias,  instead  of  eight,  and  namei 
them,  and  reenacts  the  recommendation  of  D.  Juan  dc 
Tejada  (of  1608)  In  many  of  its  provisions.  It  declares 
that  there  shall  be  no  more  than  twelve  companies  of  play- 
ers, to  be  named  by  the  Council,  who  shall  have  a  certifi- 
cate of  their  appointment  signed  by  Juan  GaUo  dc  An- 
drade,  secretary  of  the  Camara  del  Consejo.  That  the 
Council  appoints  the  following  twelve  autores:  Alonso 

'  Cotarelo  y  Mori,  Coairoveriiai,  pp.  6zz-i2s,  In  thi»  year  (iftol)  «* 
find  an  "Auto  de  lo»  Alcaldes  dc  Caaa  y  Cone"  forbidding  all  men  from 
itopping  at  the  door  of  the  theater  where  women  enter  ot  leav*  the  houic, 
under  a  penalty  of  200  ducats  and  baniahment  for  four  yean  from  tic 
coun  atid  five  leagues  therefrom,  Madrid,  May  6t  itoS.  {Butt.  Huff 
nigue  (1907),  p.  37+.) 

'Rennert,  Lift  of  Lopf  df  Vega,  p.  198.  Two  years  after  this,  on  OpK>b« 
I9i  ifiiJi  writing  from  Lertna  to  his  patron,  the  Duke  of  Sesaa,  Lope  (t( 
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Rtquelme,  Feman  Sanchez,  Tomas  Fernandez,  Pedro  dc 
Valdes,  Diego  Lopez  de  Alcaraz,  Pedro  Cebriano,  Pedro 
Liorente,  Juan  de  Morales,  Juan  Acacio,  Antonio  Grana- 
dos,  AJonso  de  Heredia,  and  Andres  de  Claramontc,  who, 
and  no  others,  may  conduct  companies  for  the  space  of 
two  years  next  following  the  eighth  day  of  April,  and  they 
shall  have  in  thetr  companies  persons  of  good  lives  and 
habits,  and  shall  each  year  furnish  an  account  of  them  to 
the  person  whom  the  Council  may  designate,  and  the 
same  shall  be  done  by  those  who  may  be  named  autores 
hereafter,  every  two  years. 

That  the  directors  and  married  actors  be  accompanied 
by  their  wives. 

That  they  shall  not  wear  costumes  against  the  pragmat- 
ics of  the  realm,  except  upon  the  stage  or  wherever  they 
may  represent. 

That  the  actresses  shall  appear  only  in  decent  women's 
attire  and  shall  not  represent  in  underskirt  (faldeUin) 
only,  but  shall  at  least  wear  over  it  a  gown  or  loose  over- 
skirt  {baquero  6  basqu'tna  suelta  enfaldada)  ^  and  they  shall 
not  act  in  male  attire  nor  assume  the  roles  of  men, 
nor  shall  men  or  youths  represent  women  on  the  stage. 
It  prohibits  all  lascivious  or  immodest  songs,  dances,  or 
gestures,  and  permits  only  such  as  may  be  In  conformity 
with  the  old  dances  and  bailes,  and  especially  forbids  all 
the  bailes  de  escarramanes,  chaconas,  zarabandas,  carre- 
teriai,  and  all  similar  dances,  concerning  which  it  com- 
mands that  the  autores  may  not  make  use  of  them  in  any 
manner  whatsoever,  under  the  penalties  declared,  nor 
may  they  invent  other  new  and  similar  ones  bearing  dif- 
ferent names.  And  all  songs  and  dances  must  be  ap- 
proved by  the  Council,  even  those  which  are  permissible. 

Vrga  *»y*  that  hr  had  received  word  from  Madrid  ihat  women  had  been 
forbi<lden  to  viiit  the  comedia.  His  words  art;  "Dc  Madrid  me  Kan  cscrito 
|i«r  ptegtta  publico  le  ha  prohibido  que  la«  rnugcrei  no  vayin  i  la 
edi*,  no  *i  que  «e  murrnura  aqui  acerca  de  la  causa."  (Schack,  Nttch- 
trige,  p<  |4<)     1  find  no  mention  elaewhere  of  tucb  a  prohibition. 
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It  provides  further  that  in  each  theater  of  Madrid  an 
especially  appointed  alguacil  shall  be  present  (besides 
Juan  Alicante,  alguacil  de  la  casa  y  corte  de  S.  M.),  and 
the  other  two  alguaciles  during  the  time  for  which  they 
may  be  appointed,  each  to  remain  In  the  theater  to  which 
he  may  be  designated,  and  all  are  to  take  precautions  that 
there  be  no  noise,  uproar,  or  scandal;  that  the  men  be 
kept  separated  from  the  women,  both  in  the  seats  and  in 
the  entrances  and  exits,  to  avoid  all  unseemly  acts;  and 
they  shall  permit  nobody  except  the  players  to  enter  the 
dressing-rooms.  They  are  further  to  see  to  it  that  the 
auditors  leave  the  theater  before  dark  and  that  the  thea- 
ters  be  not  opened  until  noon. 

That  the  autores  and  their  companies  shall  not  repre- 
sent In  private  houses  in  Madrid  without  the  license  of  the 
Council,  nor  shall  they  admit  anybody  to  their  rehearsals. 

That  no  comedlas  whatever  be  represented  from  Ash 
Wednesday  until  the  first  Sunday  after  Easter,  nor  on  the 
Sundays  in  Advent,  nor  on  the  first  days  of  the  Pascuas. 
That  all  comedlas,  entremeses^  baifes^  dances,  and  songs, 
before  they  are  handed  over  to  the  actors  to  be  studied, 
shall  be  taken  to  the  censor  appointed  by  the  Council,  who 
shall  pass  upon  them  and  shall  give  a  license,  signed  by 
him,  permitting  their  representation,  and  without  this 
license  they  may  not  be  performed. 

That  no  two  companies  may  be  in  one  place  at  the  same 
time  except  in  the  court  [Madrid]  and  in  Seville,  nor 
may  they  be  more  than  two  months  In  one  place  in  any 
year. 

That  no  performance  be  given  In  any  church  or  mona^ 
tery  unless  the  comedia  be  purely  one  of  devotion. 

That  the  autores  or  players  who  fail  to  observe  the 
above-mentioned  declarations  be  punished  in  the  follow- 
ing manner:  For  the  first  offense  a  fine  of  200  ducats,  to 
be  devoted  to  charitable  works;  for  the  second  the  double 
of  this  fine  and  banishment  from  the  kingdom  for  two 
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yWiSH,  and  for  the  third  infraction  two  years  in  the  gal- 
leys.   The  decree  is  signed  by  Juan  Gallo  de  Andrade,* 

Wc  have  seen  that  by  the  above  decree  of  161 5  only 
twelve  auiores  de  comedias,  or  directors  of  companies, 
were  permitted  to  give  theatrical  performances,  and  that 
these  autores  were  to  exercise  this  privilege  for  two  years 
only,  except  by  special  reappointment.  Among  the  autores 
de  comedias  between  161 5  and  1640  who  were  especially 
designated  as  "appointed  by  his  Majesty,"  I  have  found 
the  following,  though  there  were  doubtless  others: 
Cristobal  Ortiz  de  Villazan  (1619);  Manuel  Vallejo 
(1623);  Juan  Bautista  Valenciano  (1623);  Juan  Mar- 
tinez (16Z4)  ;  Bartolome  Romero  {1637) ;  Pedro  de  la 
Rosa  (1637) ;  Luis  Bernardo  de  Bovadilla  (1637) ;  An- 
dres de  la  Vega  ( 1638)  ;  Juan  Roman  ( 1638) ;  Francisco 
Veiez  de  Guevara  ( 1639)  ;  Francisco  Alvarez  de  Vitoria 
(  1639) ;  Pedro  de  Cobaleda  (1639). 

Of  autores  de  comed'tas  not  designated  as  appointed  by 
the  King,  the  following  names  occur  between  161 5  and 
1640:  Cristobal  de  Leon,  Pedro  Cerezo  de  Guevara, 
Francisco  Mudarra,  Francisco  Ortiz,  Juan  Catalan, 
Alonso  de  Olmedo  y  Tofino,  Cristobal  de  Avendano, 
Jeronimo  Sanchez,  Antonio  de  Prado,  Juan  Jeronimo 
Almella,  Roque  de  Figueroa,  Juan  Vazquez  {Ei  Polio), 
Lorenzo  Hurtado  de  la  Camara,  Francisco  Lopez,  Juan 
Bautista  Esptnola  or  Espinosa,  Sebastiano  Gonzalez, 
Juan  dc  Malaguilla,  Juan  Penalosa,  Francisco  Solano, 
Segundo  de  Morales,  Juan  Rodriguez  de  Antriago, 
Damian  Arias  de  Peiiafiel,  Pedro  de  Linares,  Pedro  de 
Ascanio,  Antonio  de  Rueda,  Gabriel  de  Espinosa,  Damian 
de  Espinosa,  Luis  Lopez  de  Sustacte,  Francisco  Garcia, 
and  Pedro  Manuel  de  Castllla  (Mudarra). 

For  some  time  prior  to  161 5,  however,  the  question  of 


'CwUmIo  f  Mori,   Controversial,  etc^  pp.  6iS,  617.     Thit  decree  hid 
^rcvtouiljf  been  publiibed  ia  part  by  Sepiilveda,  Ei  Corral  it  in  Fack*ca, 
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completely  suppressing  the  comedias  must  have  been  again 
discussed,  for  on  February  25,  161 5,  a  resolution  was 
adopted  by  the  town  council  or  ayuntamiento  of  Madrid, 
which  reads  r  **Having  heard  that  there  is  a  question  of 
prohibiting  comedias,  and  that  in  lieu  of  the  profits  which 
the  hospitals  derive  from  the  comedias  certain  excises 
and  imposts  are  to  be  levied,  ...  it  has  been  shown  by 
experience  that  it  Is  less  dangerous  to  have  comedias  than 
to  suppress  them,  for  those  who  go  to  see  them  are  thus 
prevented  from  having  recourse  to  other  things  of  greater 
danger  and  prejudice  to  them;  ...  it  is  therefore  re- 
solved that  the  council  entreat  his  Majesty  that  comedias 
may  be  permitted  as  heretofore,  and  that  the  proceeds 
resulting  therefrom  be  devoted  to  the  hospitals,"  etc.* 

The  comedia,  it  seems,  had  not  been  flourishing  as  here- 
tofore, and  in  the  previous  year  ( 1614)  there  had  been  a 
general  complaint  on  the  part  of  the  overseers  of  the 
chanties  dependent  upon  the  theaters,  in  which  they  were 
supported  by  the  autores,  that  the  income  from  the  corae- 
dia  had  been  greatly  diminished  on  account  of  the  de- 
creased attendance  at  the  theaters.  The  reasons  assigned 
were  various:  "because  the  price  of  admission  had  been 
raised;  because  the  bancos  and  aposentos  had  been 
farmed  out,  and  further  restrictions  had  been  made  as  to 
the  entrance  of  women  into  the  theaters,  and,  finally, 
because  there  are  no  good  autores  nor  any  dances  by 
women."* 

The  representation  of  comedias  was  continued  under 
the  restrictions  prescribed  by  the  decree  of  16 15,  but 
Pellicer  says  that  they  were  not  so  popular,  "having  lost 
the  salt  and  attraction  of  the  picaresque  dances,  of  which 
the  youth  of  both  sexes  are  so  fond." 

This  condition  of  things  was  not  destined  to  continue 
long.    As  one  may  readily  imagine,  the  managers  of  the 

'P^rei  Pastor,  Naevoj  Dates,  p,  jjj, 
•Pellicer,  Hhtrionhmo,  Vo!.  II,  pp.  159,  160. 
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theaters  were  not  slow  to  give  the  public  what  it  asked, 
and  gradually,  one  after  another,  every  restriction  that 
had  been  placed  upon  the  theaters  was  disregarded.*  Be- 
sides the  twelve  privileged  companies  of  players  (com- 
panias  reales  or  de  tituio)  numerous  other  companies 
soon  sprang  up  {compahias  de  la  legua,  as  they  were 
called),  which  overran  the  peninsula  and  apparently  took 
no  pains  to  avoid  the  capital.  According  to  PelHcer, 
there  were  no  less  than  forty,  their  total  membership 
amounting  to  over  one  thousand  persons.^ 

Indeed,  a  writer  quoted  by  Ticknor  declares  that  in 
1636  there  were  as  many  as  three  hundred  companies  of 

*  Other  mcasurcft  respecting  the  theaters  were  enacted  in  succeeding 
year*.  Tn  1614  churchnicn  were  prohibited  from  visiting  the  theaters  or 
tKlll-fighti:  Acverdo  de  la  Junta  de  Reformacion.  "Bn  34  de  Marzo  1624 
acorddi  la  Junta  que  los  religiosos  no  fueran  i  las  comedias  ni  i.  I01  loros." 
(PIrez  Pastor,  Bull,  fiiip,  (190!),  p.  350.)  In  the  follQwinf;  year  an  at- 
tempt wai  even  made  to  prevent  the  printing  of  comediai:  Acuerdo  de  U 
Junta  de  Reformacion.  "Y  porque  at  ha  reconocido  el  dano  de  imprimir 
libros  de  cotnedia),  novetai  ni  atros  deste  genero  por  cl  que  bliindameiite 
hacrn  a  U>  costumbrca  de  la  juventud,  se  coatulte  a  tu  M''  ordene  a  I  Ctin- 
sejo  que  en  ningun  manera  se  de  liceticia  para  imprimirlos."  In  the  mar- 
gin is  the  foUowing  note:  "Hablose  sobre  deste  punto  a  7  de  Marzo  [tfiis] 
am  el  s'  Conde  Duque,  y  pa  redo  i  S.  Ex»  que  el  Presidente  mi  seiior  de  au 
oficio  lo  hicieien,  y  que  su  S*  podria  maridar  asi."  {Ibid.,  p.  Z51.)  In  the 
*anie  year  it  wtaj  agsin  declared  that  the  men  should  be  separated  from  the 
'women  in  the  theaters  and  that  the  companies  of  players  be  reduced  from 
forty  to  twelve;  Acuerdo  de  la  Junta  dc  Rcformacion:  "En  la  Junta  dc  29  de 
Janio  162$  te  acordd  que  hubieie  separation  dc  hombres  y  mugeres  en  los 
corrales  de  comediaa,  que  las  coitipanias  de  4D  se  reduzcan  i  i>."  {tbid.) 
And  in  December,  1625,  it  was  recommended  that  represemationi  in  Madrid 
be  eiven  In  only  one  theater:  Acuerdo  de  la  Junta  de  Reformacion.  "En  11  de 
ENciembre  dc  162;  acord6  la  Junta  que  en  la  corte  se  representase  en  un  sola 
corral  cada  dia."  {IbiJ.,  p.  3;l.)  While  on  January  11,  i6z6,  it  wis 
declareij  that  but  one  comedia  should  be  represented  each  day  in  Madrid- 
[IHJ;  p.  is».)    The  two  latter  decreet  were  certainly  never  observed. 

'Cerrimes,  Don  Quixote,  Madrid,  1797-9!,  Vol.  IV,  p.  no,  note,  Pelli- 
crr'a  information  is  probably  derived  from  a  memorial  presented  to 
Philip  IV.  by  one  Santiago  Ortiz,  The  date  of  this  instrument  has  been 
fcied  in  1S19.  though  this  is  uncertain.  Ortiz  says  that,  in  spite  of  the 
decree  of  the  Council  that  there  should  be  no  more  than  eight  {sic)  com- 
pcoie*,  there  were  now  more  ihao  forty.  "Vieronse  en  pOco  tiempo  dii- 
eorrir  con  dcsvergiienza  grande  por  tl  rcino  40  compaiiias,  en  que  se 
Dcopaban  mil  6  poca*  menos  pertonas  de  ambo*  leicos,  gente  bagabunda, 
dc  rida  liccndcwa  y  cast  loda  de  costumbres  estragadas,  etc,  A  este  gente 
prrdida  luelen  agregarse  hombres  facincrosof,  elerigos  y  Irailet  apditatai 
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players  in  Spain.*  That  this  number  is  greatly  exag- 
gerated does  not  admit  of  a  doubt.  It  is  probable  that 
there  were  not  more  than  twenty  companies  of  standing  in 
Spain  in  1636.  Of  smaller  strolling  bands  we  have  no 
information,  but  there  were  doubtless  many,  as  there  had 
been  for  years.  Still,  the  theater  was  undoubtedly  on  the 
wane. 

In  some  parts  of  Spain,  Indeed,  theatrical  representa- 
tions were  not  tolerated  at  all,  as  in  Navarre,  and  "come- 

y  fugitivos,  que  a.e  acogen  como  asilo  de  estai  contpaniBi  para  pader  SDdar 
iibrei  y  desconocidos  i  la  aombTa  de  eUas.  Maridos  que  solo  lirven  de 
cxcuaa  i  *\ii  mugerci,  y  mugerM  que  i6]o  sirven  de  cxcuia  i  sua  maridos, 
falios  6  verdaderos,  y  que  con  sus  desenvoltura!  y  bufoaeriai  cncanlcn  i 
los  viejos  y  i  los  mozo»  .  .  .  hallao  valedorcs  para  todo,  y  auoca  iui 
dclitQ*  pueden  rtfrenarse  con  algunas  peoat."  ( Sanchez- Arjona,  Anahi 
del  Teatro  en  SevUla,  p.  2E2.)  Petlicer  atatea  that  Santiago  Ortiz,  cfae 
author  of  this  memorial,  wat  an  actor,  but  Cotarelo  y  Mori,  Controvtrnet, 
p.  541,  shows  quite  conclusively  that  this  is  ao  error  and  that  he  was  prob- 
ably "alguD  religioso  auitero,"  and  fiices  the  date  of  the  memorial  in  1649. 

^  Hittofy  of  Spanish  Lite  future,  Boston,  iSgg,  Vol.  II,  p.  jtg,  note  9.  Tbe 
writer  alluded  to  by  Ticknor  under  the  title  "Pantoja,  Sobre  ComeSaj," 
is  leatly  Simon  Lopez,  to  whom  rcfetcnce  ha^  already  been  made.  "Pan- 
toji"  was  the  name  of  a  lady  who  had  expressed  scruples  concerning  the 
Icgaiity  of  comcdias,  to  which  the  work  of  Simon  Lopez  was  t  reply. 
(Cotarelo,  Controversial,  p.  }99,  note.) 

The  following  ataiement  from  Leon  Pinelo'i  Analet  Is  not  without  Ittter- 
est,  and  ii,  besides,  a  flat  contradiction  of  the  assertion  of  "Pantoja."  After 
describing  the  funeral  of  Lope  de  Vega  in  i£)5,  Piaelo  says,  under  the 
year  161G:  "En  este  insigne  Ingenio  [Lope]  tuvieron  principio  la*  come* 
dias  en  la  forma  que  hasta  oy  pernnane^en,  y  con  su  muerte  has  ydo 
descaezicndo,  de  modo  que  el  Doctor  Montalvan  en  el  ano  dc  itija  pooe 
letenta  y  siete  Poetas  de  que  refiere  los  nombrea,  y  los  ma*  escriviao 
comedias:  oy  no  podremos  seiialar  quatro  que  se  apliquen  a  eata  ocupa- 
zion,  y  asi  se  van  despoblando  los  Tcatros  y  desaciendo  las  Compaoiii 
de  la  farsa,"  (Schaclt,  Nathtrage,  p.  36.)  Still,  one  is  curiout  to  know 
whonri  Piaelo  had  in  mind  when  he  says  that  "not  four  poet*  can  be 
named  nowadays  who  devote  themselves  to  writing  playi,"  In  i6|< 
Guillen  de  Caitro  was  dead,  but  Calderoa  was  then  at  the  height  of  his 
fame,  and  Mira  de  Mcscua,  Alsrcon,  Rojas,  V'clez  de  Guevara,  Moiital* 
ban,  Moreto,  and  Tirso  de  Molina  were  still  among  the  living,  thouf^ 
perhaps  the  latter  had  then  practically  ceased  writing  for  the  stage.  That 
the  companies  of  players  were  not  aH  disbanded  in  ttij^  is  shown  by  thr 
fact  that  among  the  principal  auturet  who  had  companies  in  that  yeit 
or  shortly  thereafter  are  the  following:  Pedro  de  la  Rota,  Manuel 
Vallejo,  Hcrnan  Sanchez  de  Vargas,  Tomas  Fernandez  de  Cabredo,  Bir^ 
mloaii  Romero,  Luii  Bernardo  de  Bovadilla,  Alonio  de  Olmcdo,  AlKOoio 
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dians  who  entered  that  kingdom  were  severely  punished," 
as  Crespi  de  Borja  writes  in  1 649.^  The  same  writer  also 
says  that  comedias  were  at  this  time  not  often  acted  in 
Valencia,  Segorve,  Jativa,  and  other  places.  And  as  early 
as  1620  an  anonymous  writer  says:  "In  other  cities  like 
Plasencia,  Burgos,  Leon,  Toro,  Zamora,  Cuenca,  Ocana, 
and  others,  actors  are  rarely  seen,  unless  it  be  to  represent 
some  festival."^  Two  years  later,  in  1622,  the  mayor- 
domo  of  the  hospitals  of  the  city  of  Vltoria  proposed  that 
a  theater  be  erected  m  the  city  to  provide  a  revenue  for  the 
hospitals,  and  to  this  the  town  council  assented.  But  the 
hijosdalffo  of  the  city  and  the  natives  of  the  surrounding 
country  objected  to  a  theater,  declaring  that  the  inhabi- 
tants were  very  industrious  and  that  they  would  become 
worthless  and  their  business  and  employments  would  suf- 
fer; moreover,  a  portion  of  the  site  that  had  been  chosen 
would,  from  its  darkness,  afford  lurking-places  for  thieves 
and  vagabonds.  The  structure  was  begun,  though  it 
remained  unfinished  and  was  never  used  as  a  theater.' 
That  for  some  time  prior  to  1634  there  had  been  no  co- 
medias represented  in  Murcia,  we  learn  from  a  letter  of 
Francisco  de  Cascales  to  Lope  de  Vega.*    And  in  1694 

de  Prado,  Roque  d«  Figueroa,  Andrei  de  la  Vega,  Luis  Lopez  de  Sutiaete, 
Antonio  de  Rucda,  and  ochcri. 

Since  writing  the  above  I  have  found  that  the  statement  of  Finelo, 
though  uoder  the  year  1616,  was  ndt  actually  wrttlca  UDtil  i6ji.  It  may 
hare  been  correct  at  the  latter  date,  S«  Comedias  de  Moreto,  edited  by 
D,  Lui»  Fcmindez  Guerra,  p.  »ii  {Bibl.  de  Auiorti  EspahoUt). 

'"Ed  Navarra  no  »6]o  on  laa  [i.e.,  comedias]  hay,  pero  son  castlgadoi 
l^raveinentc  loi  comediantes  «i  cntran  en  rlla."  He  further  says,  speaking 
of  oomediat:  *'en  las  ciudades  donde  no  las  hay  continuas,  como  en  Va- 
l«tioa,  Jltiva,  Segorve  y  otroi  lugares  del  reino,  donde  nunca  6  raras 
Tccra  las  hay,  no  le  ven  ni  se  hacen  mayorei  delitos  cuando  faltan  estas 
ooaicdiai/'  (Quoted  by  Cot  a  re  I  o  y  Mori,  Corttro^ftmat,  p.  194)  This 
i>  a  father  atartling  statement,  if  true,  for  it  shows  the  early  decline  of 
the  comedia  In  a  city— Valencia — which  vras  one  of  the  great  theatrical 
MMMUit  at  the  beginning  of  the  aevemeenth  century. 

*Cstareloy  Mori,  Controvernai,  p.  229. 

•  Pffea  Pastor,  Nutvos  Datot,  p.  190. 

*  Cmrtat  fthtegiees,  Murcia,  1634.:  "Muchoa  dias  ha,  Seiior,  que  no  teoe* 
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comedias  were  banished  from  the  city  of  Cordoba  and  its 
theater  was  ordered  to  be  torn  down  by  the  city  council.^ 

mot  en  Murcia  comedias;  ello-deve  ler  porque  aqui  han  dado  en  peneguir 
la  repreieDtacion,  predicando  contra  ella,  como  ai  fuera  alguna  tecta  6 
graviaimo  crimen."  (Edition  of  1779,  p.  137.)  I  do  not  know  the  date  of 
this  letter,  but  it  was  written  after  1631.  See  also  Schadc,  NachtrSge,  p.  <i. 
*  Controversiat,  p.  309. 


CHAPTER  XI 

Private  reprrsentatfons  before  the  Ktng.  Philip  the  Third.  PhiUt^ 
the  Fourth,  The  latter's  fondness  for  the  theater.  Representa- 
tions in  1623.  Festivals  at  Aranjuez,  The  "Buen  Rctiro.'* 
Lope's  Srh'a  tin  Amor.  Dramatic  spectacles  by  Calderon.  De- 
cree of  1641  regulating  plays.  The  theaters  closed  in  1646  and 
agiia  in  1682. 


On  March  31,  1621,  the  theaters  of  Madrid  were  closed 
on  account  of  the  death  of  Philip  the  Third,  and  all  come- 
dias  were  suspended  until  July  2  8  of  that  year.*  The  autos 
were  represented  on  Corpus  Christi  as  usual,  and  in  Ma- 
drid they  were  performed  by  the  companies  of  Pedro  de 
Valdes  and  Cristobal  de  Avendano,  who  were  the  only 
autoTcs  permitted  to  act  in  Madrid  "from  the  day  the 
license  should  be  given  until  Corpus."*  During  the  atttoi 
of  this  year  we  are  told  that  not  a  castanet  was  heard,  out 
of  respect  for  the  late  King.  At  Seville  they  were  pre- 
sented by  the  companies  of  Hernan  Sanchez  de  Vargas 
and  Juan  Bautrsta  Valenclano.^ 

Upon  the  opening  of  the  corrales  of  Madrid,  on  July 
28,  1621,  the  first  comedia  to  be  performed  was  Lope  de 
Vega's  Dios  haze  Reyes,  which  was  represented  by  the 
ccrtnpany  of  Diego  Lopez  de  Alcaraz.* 

'  Pellker,  Vo\.  I,  p.  i6i>    It  i»  probmbte  that  this  prohibition  alio  extended 
to  Sevilte.     F«rnat]dcz-Guerra  {Alarcen,  p.  351)  statei  that  the  tbntert 
were  doted  only  till  May  9,  tfiai. 
*P^res  Pattor,  Sutxiot  DatoM,  p.  fSI. 
'  SaDchez-Arjona,  Aneiet,  p,  217. 

•Pelticer,  Hittrieirijme,  Vol.  I,  p.  t6i,  layi:  "Comcnid  Alcazar  por  una 
idia  de  Lope  de  Vega,"  etc    This  i*  evidently  a  niiitalte  iot  Akaraz, 
tte  koovr  that  the  latler,  who  had  been  an  aulor  it  camtdias  lince 
lad  delude  of  the  lizteenth  century,  wa»  in  Madrid  in  t6ai  and  the 
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Of  the  kings  of  Spain  during  the  period  with  which  we  arc 
concerned,  Philip  the  Second  seems  to  have  lent  no  support 
to  the  theater  nor  to  have  favored  it  in  any  material  way. 
Indeed,  nothing  could  have  been  more  opposed  to  his 
gloomy  religious  character,  and  while  Philip  the  Third  in- 
herited much  of  the  somberness  of  his  father's  nature, 
which  toward  the  close  of  his  life  developed  into  a  like  re- 
ligious fanaticism,  he  seems  not  to  have  been  averse  to  the 
stage  and  even  had  a  theater  built  in  the  palace  for  private 
representations,  though  this  was  probably  due  more  to  the 
interest  and  delight  which  the  Queen  took  in  such  per- 
formances. As  Schack  has  observed,  It  results  from  the 
Relaciones  of  Cabrera  that  as  early  as  the  beginning  of 
the  seventeenth  century  comedias  were  represented  in  the 
royal  palace  or  Alcazar,  which  stood  upon  the  spot  where 
the  royal  palace  stands  to-day,  i.e.,  in  the  west  end  of 
Madrid,  while  the  Buen  Retiro  is  situated  in  the  east  end 
of  the  city,  and  that  Philip  the  Third,  besides  the  Stage 
which  appears  to  have  been  in  one  of  the  royal  saloons, 
also  caused  a  theater  to  be  built  in  the  Casas  del  Tesoro, 
near  the  palace.^ 

Many  private  representations  of  comedias  before  the 
court  doubtless  took  place  in  the  years  preceding  the 
building  of  this  theater,  of  which  a  few  are  recorded. 
These  were  all  given  at  the  instance  of  the  Queen.  On 
January  30,  1603,  the  Queen  commanded  that  1500  reals 
be  paid  to  Nicolas  de  los  RIos  for  five  comedias  acted  in 
her  presence  at  Valladolid  during  that  month,   and  on 

beginning  of  i6i2.  {SvtvUf  Dalot,  p.  1S9.)  The  n*nie  "Ak*2«T"  h»4 
misled  Chorlcy  into  supposing  that  the  Alcizar  theater  (i.e^  in  the  Royal 
Palace)!  was  meant.  See  my  Life  of  Lope  de  I'ega,  p.  4S9,  Lope's  play 
comains  no  gracioto,  and  Chorley  says  that  it  is  to  be  presumed  that  Lope 
purposely  refrained  from  introducing  a  comic  character,  as  the  period  ttf 
mourning  for  the  King's  death  i«as  not  yet  over. 

' Nafklrage,  p.  26.  The  passage  in  Cabrera  is  as  follows,  under  th^ 
date,  Madrid  i  20  de  Enero  1607:  "Hase  hecho  en  el  se^odo  patio  de  Its 
casas  del  Tesoro  un  tcjitro  doode  vean  sus  Magestadea  las  comediis, 
como  se  representan  a1  pueblo  eo  los  corrates  que  estan  deputados  par* 
ello,  porquc  puedan  gozar  mejor  dc  ellas  que  quando  se  les  reprtsenta  ta 
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July  14,  1603,  he  received  600  reals  for  two  comedias, 
one  of  which  he  represented  at  Burgos  in  June,  and  one 
at  Vailadolid,  where  the  court  then  was,  on  July  13,  1603. 
Again,  on  August  25  of  the  same  year  Juan  de  Morales 
Medrano  received  600  reals  for  two  comedias  played 
before  the  Queen  in  August,  while  Antonio  de  ViUegas 
was  paid  1200  reals  for  four  comedias  acted  in  the 
Queen's  presence  in  Vailadolid  in  September,  1603.*  On 
October  20,  1604,  the  Queen  commanded  that  2000  reals 
be  paid  to  Caspar  de  Porres  on  account  of  the  comedias 
represented  before  her  during  this  year  in  Vailadolid,.  and 
1600  reals,  the  balance  due  him,  on  November  23,  for 
twelve  comedias  acted  between  August  and  the  end  of 
November,  i.e.,  3600  reals  for  the  twelve  comedias,' 

The  autoi  sacratnentalei  made  a  stronger  appeal  to 
Philip  the  Third  than  comedias,  and  were  often  repre- 
sented in  private  before  the  royal  family.  In  1609  Balbin 
and  Heredia  represented  autos  before  the  King  in  the 
Escorial,^  and  in  June,  1613,  Alonso  de  Riquelme  and  his 
players  proceeded  to  San  Lorenzo  el  Real  to  repeat  be- 
fore the  King  the  autos  sacramentales  which  he  had  rep- 
resented at  Corpus  of  that  year  in  Madrid.  For  this 
private  representation  Riquelme  was  to  have  received 
3100  reals,  *'but  200  reals  were  deducted  as  a  fine,  because 
be  did  not  furnish  new  costumes,  in  accordance  with  the 
agreement  which  he  had  made."'* 

With  the  accession  to  the  throne  of  Philip  the  Fourth, 
in  1621,  at  the  age  of  sixteen"  (he  was  born  Aprils,  i6o5)» 

M  kals,  y  i»i  hiD  hecho  alrcdcdor  galerias  y  ventsnas  donde  enk  la  geme 
d«  Patacio,  r  tui  Msgcitade*  iran  alii  de  su  Caniara  pof  cl  paiadizo  que 
ckA  becbo,  y  l«i  vcran  por  una*  celosia*."  {Rtlacionet  de  (at  Cotat 
tmttMdas  rn  la  CerU  tie  Etpana  desdt  tl  ano  isgg  hasta  1614,  poi  Luit 
C*bf«r«  dc  Cordoba.  Edited  by  D.  Paacual  de  Gayang(».  Midnd,  1)57, 
p.  a9i-) 

'  Pfrct  Pauor,  in  BulL  Hiifiamque  (1907),  p.  ^frt. 

'  tbid..  p.  j<9.  '  Ibid,,  p.  tf%. 

*  Nut*?ot  Daioi,  p,  I)  J. 

'  Pliilfp  III,  died  Mcrcb  jo^  1631,  ao  ihat,  in  fact,  ih«  new  King  wat  not 
^nie  aixteen. 
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a  more  favorable  period  for  the  drama  was  inaugurated. 
He  was  a  generous  patron  of  art  and  literature  and  was 
especially  an  ardent  admirer  of  the  theater.  As  Schack 
has  said:  "His  name  is  Indissolubly  linked  with  the  great 
artists  and  poets  who  glorified  his  reign.  Under  his  pro- 
tection the  greatest  Spanish  painters,  led  by  Velazquez, 
were  united  at  Madrid  to  a  school  which  will  compare 
favorably  with  that  of  any  other  country/* 

With  Philip  the  Fourth  the  theater  was  a  ruling  pas- 
sion, in  which  perhaps  his  inordinate  weakness  for  the 
comediantas  played  no  less  a  part  than  his  admiration  for 
the  comedia.  He  not  only  greatly  encouraged  dramatists/ 
but  is  said  to  have  himself  written  a  number  of  plays, 
among  which  Dar  la  Vida  por  su  Dama  has  been  persis- 
tently ascribed  to  him,  though  it  is  now  conceded  that  this 
comedia  was  written  by  Antonio  Coello. 

Philip*s  taste  for  these  spectacles  was  developed  at  a 
very  early  age,  and  in  1614,  being  then  nine  years  old,  he 
appeared  as  Cupid  in  a  representation  given  by  the  prince 
and  princesses  before  the  King  and  Queen  and  ladies  of 
the  court,  the  little  Count  of  Punonrostro  impersonating 
Venus.  The  movement  of  the  car  in  which  Cupid  came 
upon  the  stage  made  him  ill,  however,  and  '*he  vomited 
twice,  though  no  other  mishap  befell  him,  and  they  say 
that  he  played  his  part  exceedingly  well,"  as  the  chronicler 
gravely  informs  us.^ 

-  So  we  arc  told  by  ail  writfrs  on  the  Spanhh  drum,  but  if  we  exctpt 
Calderon,  Bocangel  (an  insignificant  playwright),  and  D.  Jcrinimo  de 
Villayzan,  whose  career  was  a  very  ihort  one,  I  cannot  recall  another 
instance  in  which  this  king  gave  any  tubstanlial  aid  to  a  dramattu. 
Alarcon,  it  is  true,  held  an  unimportant  appointment  with  a  htgh-aounding 
title,  but  ibi»  was  tiot  bestowed  upoQ  him  by  Philip.  Nearly  all  the  other 
dramatists  were  priests,  who  depended  upon  the  church  for  their  sut>- 
aisicnce,  The  greatest  of  them  all  was  sorely  neglected  by  I'hilip;  theonlf 
royal  favor  that  Lope  de  Vega  ever  received  was  a  pension  In  Gtlicla  ol 
ajo  ducats  annually,  granted  to  him  a  few  years  before  hi*  death.  The 
King's  promise  to  provide  for  Lopc'a  ion-in-law  was  never  kept.  (,Uff 
of  Lopt  de  Veg,a,  pp.  376,  41$.    But  see  above,  p.  37,  note  1.) 

*"De  Madrid  8  de   Marzo   1614:  £1  jueves   de  la   semana   pasads,  el 


^A  FESTIVAL  AT  LERMA 

A  minute  account  of  another  festival  in  which  this 
princeling  took  part  has  since  been  published  by  the  Mar- 
ques de  la  Fuensanta  del  Valle  and  D.  Jose  Sancho  Rayon 
from  a  manuscript  in  possession  of  the  editors.  It  took 
place  at  Lcrma  on  November  3,  16 14,  and  the  comedia 
represented  was  Lope  de  Vega's  El  Premio  de  la  Hermo- 
iuta,  though  from  the  description  here  given  the  play 
must  have  differed  considerably  from  the  version  as  now 
printed  in  Lope's  Comedias,  Part  XVI,  Madrid,  1 621. 
The  subject  of  the  comedia,  we  are  told,  was  taken  from 
Lope's  epic  La  Hermosura  de  Angelica:  the  costumes, 
stage  machinery,  and  decorations  are  described  in  detail, 
and  a  list  of  characters,  with  the  names  of  those  who  im- 
personated them.  Here,  too,  the  little  prince  represented 
Cupid,  and  besides  "he  threw  out  the  Loa."^ 

It  would  be  very  interesting  to  know  the  titles  of  the 
comedias  thus  privately  represented  before  the  King  and 
Queen  in  the  first  decades  of  the  seventeenth  century. 
Lists  of  such  plays  have  been  published  for  the  year  1621 
and  for  subsequent  years,  and  doubtless  the  Archives  of 
the  palace  will  reveal  others  prior  to  these  dates.^  Be- 
ginning on  October  5,  1622,  the  private  performances 
given  in  the  apartments  of  the  Queen  on  Sundays,  Thurs- 
days, and  feast-days  during  that  year,  as  first  published 
by  Schack  (Nachtrdge,  p.  66),  were  as  follows: 

Princip«  NuMtra  Seoor  con  lo«  meninog  repruentaron  una  comedii  delaoce 
del  Rey  y  iu>  Altczas  y  lai  damas,  sin  entiar  otro  ninguno;  rcpreieat6  el 
Prtocipe  al  dioi  Cupido,  y  dr  »alir  (o  uo  carro  >e  mureA  y  tvro  doi 
vAiBttoa,  pera  dd  *e  It  liguid  otro  mal;  y  dicen  ]o  hixo  bonisimanicDte,  y  el 
eondacho  de  Puno  en  Roxro  bizo  ia  diosa  Venus,  y  los  otrot  los  dcmai 
pcnMBagn,  y  ba  habido  algunot  i  quicn  ha  parecido  que  no  ae  habia  de 
pcmkir  que  repre-ientate  tu  Alieza,  aunque  la  poca  edad  le  diiculpa;  a] 
coal  •«  ic  tia  muerto  el  cnano  Bonaml,  que  ^1  queria  mucho,  y  lo  mereda 
pOT<ioe  era  mucho  de  catimar,"  etc     {Cabreia,  Reiacioner,  p.  $47.) 

*  CtmfJiai  tHfditat  dr  Frry  Lopi  Friix  J*  ftga  Carpio,  Tamo  1, 
Mmdtid,  jiTi,  p,  477, 

'Is  Sepfembcr,  1631,  Criatdbal  Ortiz  de  Villaaao  had  also  repre- 
•rnted  three  comedias  in  the  private  apartments  ttl  the  Queen.  {Butt. 
Hup.  (ijot),  p.  a47.J 
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COMEDIAS  REPRESENT  ADAS  EN  OCTlJBRE: 


Autores. 


Pedro  de  Valdes.  - 


Lot  Celot  en  el  Caballn  (Ximcnez  de  Enciso). 
L&  deipreciada  Qutrida  ( Jyan  Bautisu  de  ViUe- 

gas). 
La  Perdida  de  Eipana  (D.  Juan  de  Velasco  y 

Guzman?).     It  also  bears  the  alternative 

title  La  mas  injusta  Venganza. 


"For  these  three  comedias  900  reals  were  paid^  or  300 
reals  each,  at  the  command  of  the  Queen,  on  the  petition 
of  Jeronima  de  Burgos,  wife  of  the  said  autor,  for  prior 
to  this  only  200  reals  had  been  paid  for  the  representation 
of  a  comedia." 

Ganar  Amlgoi  (Alarcon). 
Radamonte  Aragtinh  (Juan  Bautista 
de  Villegas).     It  also  bears  the 
alternative  title  El  valientt  Luci' 
doro.    See  Fit  y  Melia,  Catalogs. 
No.  3399. 
PoderQsa  es  la  Ocasion{}).     Repre- 
sented twice. 
Como   te   enganan   los    Ojot    (Juan 
Bautista  de  Villegas). 


Alonso  de  Olmedo. 


Cristobal  de  Avcndano, 


EI  Labrador  vtnttiTOio  (Lope  de 
Vega). 

Ei  Infante  de  Jrapon  (Andres  de 
Claramonte). 

El  Rey  AngeL  Perhaps  this  is  El 
Rey  Angel  de  Skilia,  by  Juan 
Antonio  de  Mojica.  See  Paz  y 
Melia,  Catdloffo,  No,  agoi. 


The  above  three  comedias  were  represented  in  October 
and  November, 
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Cristobal  de  Avendailo. 


Crist6bal  de  AvendaAo. 


Cristobal  de  AvendaAo. 


Cautela  contra  Cautela  (Tirao  de 
Molina  and  Alarcon). 

La  Perdida  del  Rey  D.  Sebattian(  ?). 
Perhaps  this  is  El  Rey  Don  Sebas- 
tian y  Portuguet  mas  heroico,  by 
Juan  Bautista  de  Villegas.  See 
Paz  y  Melia,  Catalogo,  No.  2904. 

Lo  que  puede  la  Traicion(  ?). 

El  Marido  de  su  Hermana  (Juan 
Bautista  de  Villegas). 

El  Martir  de  Madrid  (Mira  de 
Mescua) .  See  Paz  y  Melia,  Catd- 
loffo.  No.  2029. 

El  Labrador  venturoso  (Lope  de 
Vega). 

'El   Labrador   venturoso    (Lope   de 

Vega). 
San  Bruno (}). 
La  Caida  de  Faeton(  ?).    See  Paz  y 

Melia,  Catalogo,  No.  1225. 

Ir  y  quedane{'i). 

Quien  no  se  aventura  (Guillen  de 
Castro). 

El  Principe  ignorante {"*.).  Perhaps 
lope's  El  Principe  inocente,  men- 
tioned in  his  Peregrino  en  su  Patria 
(1604). 

Mas  merece  quien  mas  ama  (Antonio 
Hurtado  de  Mendoza).  Acted 
twice. 

Las  Victorias  del  Marques  de  Canete 
(written  by  nine  Ingenios).  See 
Barrera,  Catdlogo,  p.  31.  Acted 
in  conjunction  with  the  company 
of  Valdes. 

Trances  de  Amor  (1).  Calderon 
wrote  a  play  Lances  de  Amor  y 
Fortuna,  published  in  1636. 
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Juan  de  Morales  Medrano. 


[Manuel]  Vallejo, 


Pedro  de  Valda. 


'  El  Nino  del  Sen(td^  (  ?) . 
La  Conquhta  de  Jerusalen(?),     See 

Paz  y  Melia,  Catahgo,  No.  1508. 

Twice  represented. 

Celos  engendran  Amor{  ?), 
Las  Pobrezas  de  Reynaldos  ( Lope  dc 

Vega)- 
La  Vtngad^Td  de  hi  Mugerei  (Lope 

de  Vega). 
El  Vencedor  vencidb  en  el  Turneo. 

Perhaps  this  is  El  Vmced^r  aen- 

cido,   by    D.   Juan   de   Ochoa   of 

Seville.     See  Paz  y  Melia,  Cata- 

logo.  No.  3428. 
La    milagroia   Eleceion    de   Pia    V. 

{Moreto). 
LaJudit  Eipanohi  ?). 
La  Romero  de  Santiago    (Tirso  de 

Molina). 
Las  Pruebas  de  la  Leahad{  ?) . 
Las  Burlas  de  Pedro  de  Urdemalas 
(Lofve  de  Vega?).     See  my  Life 

of  Lope  de  Vega,  p.  524, 
L&  Seh<a  de  Arnor{  ?) ,    It  cannot  be 

Selva  dt  Amor  y  Celas.  by  Fran- 

ci^o  dc  Rojas,  who  was  not  bom 

till    1607.      Perhaps   it   is   Lope's 

Selvas  y  Bosquet  de  Amor, 

'  [^mor],  Pleit^  y  Deiafio  (L<»pc  dc 

Vega). 
Lt>s  Cehs  en  rl  Cahalla  ( Ximenc?  de 

Enciso).    Represented  twice. 
D,S(tnchoelMah{}). 
Las  Azanas  del  Marques  dt  Canrte 

(by  nine  Ingenwi).     Represented 

by    V'aldes    and    Avcndano.     See 

above. 
La  despreeiada  Querida  (Jujm  Bati- 

tista  de  V^illegas). 


f 
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The  whole  number  of  comedias  represented  in  the 
apartments  of  the  Queen  from  October  5,  1622,  to  Feb- 
ruary 8,  1623,  was  forty-five. 

Another  very  important  list  of  comedias  represented 
before  Philip  the  Fourth  between  1623  and  1654  was  pub- 
lished many  years  ago  by  Sr,  Cruzada  Villaamil.^  It  con- 
sists of  about  three  hundred  titles,  beginning  with  five 
comedias  performed  by  the  company  of  Juan  Bautista  de 
Villegas,  and  including  one  (Como  se  engahan  los  Ojos) 
which  he  himself  had  written.  The  latest  play  rn  the  list 
is  Caldcron's  La  Hija  del  Aire,  acted  by  the  company  of 
Adrian  Lopez  in  November,  1653.  For  each  of  these 
representations  the  King  paid  200  reals. 

Of  the  private  representations  of  comedias  just  men- 
tioned, those  which  took  place  in  the  autumn  of  1622  and 
in  the  early  months  of  1623,  to  the  young  Queen,  Isabel 
of  Bourbon  (elder  daughter  of  Henry  the  Fourth,  the 
great  Bcarnais,  and  first  wife  of  Philip  the  Fourth), 
were  given  in  her  private  apartments  in  the  Alcazar, 
then  the  royal  residence  in  Madrid.  She  died  on  Octo- 
ber 6,  1644.  In  appears  that,  before  these  perform- 
ances were  given,  Philip  the  Fourth  desired  to  erect 
a  theater  in  the  palace,  and  accordingly  commanded 
that  one  should  be  built  "near  the  game  of  pelota." 
Objection  was  made  to  the  King's  plan  by  the  Coun- 
cil, and  whether  it  was  ever  carried  out  in  the  form 
proposed  I  do  not  know.*  That  representations  con- 
tinued to  be  given  in  the  Alcazar,  however,  for  some 

'  In  El  AvtriguaJof.  Torio  I,  Madrid,  (871.  The  great  Kticity  of  ihii 
publkkiiofl  induced  me  to  reprint  the  lin  in  the  Modrrn  Language  Re- 
vif^B,  Ctmbridgr,  England,  Vol.  11,  1907,  with  additions,  under  the  title 
"Note*  on  the  Cbronotogy  af  the  Spaniih  Drama,"  It  will  be  uten  that 
ifce  King  wa*  leu  Itberil  than  the  Queen  in  hii  expeoditutei  for  tliJi 
imrorin  amuieiiient. 

'"li  Agono  ifiaa. —  Habiendo  entendido  que  iu  mageitad  quiere  haceren 
PaJBcio  un  corral  de  comediai,  le  acordd  que  para  el  primero  Ayunta- 
mitvio  w€  Hmmc  i  )l  villa  para  iraiar  dtllo  y  le  llame  at  Sr.  Luif  Hurtado 
^rticnUnscme  para  labcr  del,  como  veedor  de  lai  obrat  de  lu  niagestad, 
la  que  rti  etio  hay. 

"AcorMtt  (z  Sfptiembre  1621)  que  le  llame  i  la  Villa  para  el  tunes  i 


238  THE  SPANISH  STAGE 

years,  is  certain.  The  King,  prior  to  this,  and  until  the 
completion  of  the  sumptuous  palace,  the  Buen  Rctiro,  in 
1632,  had  festal  performances  given  in  the  royal  gardens 
at  Aranjuez,  where  an  immense  stage  was  constructed  by 
the  Italian  architect  Cesare  Fontana,  the  theater  being 
one  of  great  magnificence.  Here  a  splendid  festival  was 
presented  on  the  King's  seventeenth  birthday,  April  8, 
162a.  Don  Juan  de  Tarsis,  Count  of  Villamediana,  was 
the  author  of  the  comedia,  La  Gloria  de  Niquea  y  De- 
scripcion  de  Aranjuez,  which  was  presented  on  that  occa- 
sion.* 

In  163  I,  on  a  large  tract  of  land  adjoining  the  royal 
monastery  and  convent  of  San  Jeronimo,  Philip  began  the 
erection  of  a  new  royal  residence,  the  Buen  Rctiro,  "a 
fantastic  palace  of  pleasure  and  pastime  which  was  to 

iin  de  tratar  del  nuevo  corml  de  comedut  que  au  raagestad  «s  scrvida 
y  maada  que  sc  h^ga  junto  al  juego  de  pelota.  En  $  de  Septietnbrr  u 
tcordd  hablar  al  Presidente  del  Coniejo  exponiendoie  los  dano*  qi^  )a 
Villa  tendria  cod  la  instalacioD  del  nuevo  corral  de  c&mcdias,  puei  na 
podria  dar  i  lo»  hospitales  loi  6o,oco  (ducadoa)  anuales  que  Ici  da." 
(Libro»  de  Acuerdos  del  Ayuntamiento  de  Madrid.  Perez  Pastor,  Sutvet 
Datos,  p>  191.) 

'  Ohrai  df  Don  Juan  dt  T&rnt,  Condt  de  Villamediana  y  Cdrrtd  Mayat 
de  Stt  Magestad,  ^aragpija,  por  Juan  dc  Lanaja  y  Quartaact,  lopraor  del 
Reino  de  Aragon  y  de  la  Universidad,  Ano  t6zg,  pp.  1-54.  Mr.  Martin 
Hume  gives  the  followiog  accoum  of  this  festival:  "In  the  following 
apring^  of  ifiaa  there  vras  a  great  aeries  of  festivals  at  Aranjuex,  where 
the  court  was  then  in  residence,  to  celebrate  Philip's  seTentcemh  binhdaj. 
Already  tbe  glamour  at  the  stage  had  seized  upon  Philip  and  hia  wife, 
and  one  of  the  attractions  of  tlie  rejoicings  was  the  repreiedtaiioo,  in  a 
temporary  theater  of  canvas  erected  amidst  the  trees  on  the  'island  gar- 
den/ and  beautifully  adorned,  of  a  comedy  in  verse  by  Couiu  de  Villa 
Mediana,  dedicated  to  the  Queen.  The  comedy  was  called  La  Glorim  ii 
Niquea,  and  Isabel  herself  was  to  personate  the  goddess  of  beauty,  it 
was  night,  and  the  fiinisy  structure  of  silk  and  canvas  was  brtlliaAtIf  til 
with  wax  lights  when  all  the  court  had  assembled  10  see  tbe  sWw;  At 
young  King  and  his  two  brothers  and  sister  being  seated  iti  front  ti  At 
atage,  and  the  Qtieen  in  the  retiring-room  behind  the  sceoes.  The  fX*- 
logue  had  been  finished  successfully,  and  the  audience  were  swmid^g  ibt 
withdrawing  of  the  curtain  that  screened  the  stage,  when  a  piercioc 
went  up  from  the  back,  and  a  moment  afterward  a  long  ton^e  of 
licked  up  half  the  drapery  before  the  stage,  and  imraedittely  the 
place  was  ablace.  Panic  seized  upon  the  splendid  mob,  and  there  was  1 
Tuih  to  escape.    The  King  succeeded  in  fighting  his  way  out  wkh  H^ 
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obscure  utterly  the  groves,  gardens,  and  ancient  palaces 
of  the  Pardo  and  the  Casa  de  Campo,  which  had  been 
the  delight  of  Philip  the  Second  and  Philip  the  Third." » 
The  palace  was  surrounded  by  extensive  gardens,  groves, 
and  arttBcial  lakes,  and  contained  a  magnificent  theater.  On 
3  portion  of  the  site  occupied  by  the  Buen  Retiro  had  for- 
merly stood  an  aviary  with  a  collection  of  poultry,  belong- 
ing to  the  Countess  of  Olivares,^  husband  of  the  King^s 
favorite,  the  Count-Duke  of  Olivares,  to  whose  ideas  the 
palace  owed  its  origin  and  who  was  the  leading  spirit  in  its 
erection  and  completion.  As  the  palace  and  its  gardens 
were  not  finished  until  October,  1632,  the  festival,  which 
was  one  of  the  greatest  magnificence,  given  to  the  royal 
couple  by  the  Count-Duke  on  St.  John's  eve,  1631,  took 
place  in  the  gardens  of  the  Duke  of  Maqueda  and  D.  Luis 

culty,  and  made  his  way  Co  the  back  of  the  atage  in  search  of  his  wife. 
Id  the  deniety  wooded  gardens  Chat  surrounded  the  blazing  structure  be 
•ought  for  a  time  in  vain,  but  at  last  faund  that  Villa  Medians  had  been 
before  hint],  and  that  the  half-faintiEig  figure  of  the  Queen  was  lying  in 
tbc  Count's  arms.  Whatever  may  have  been  the  truth  of  the  matter, 
this,  at  all  events,  made  a  dellghtfu!  bonnt  boutht  for  the  scandalmongert, 
who  hated  Villa  Mediana  for  his  airabCUous  gibes,  and  it  «oon  became 
tioited  abroad  that  the  (I^ount  had  planned  the  whole  affair,  and  had 
purposely  set  fire  to  the  theater  that  he  might  gain  the  credit  of  having 
clasped  her  in  his  arms,  if  hut  for  a  moment."  {The  Court  of  Philip  fF., 
p.  5S.}  Four  months  after  this,  In  August,  1633,  Villa  Mediana  waa 
murdered  in  Madrid,  while  returning  home  in  his  coach,  soon  after  dark. 
Aa  account  of  the  above-mentioned  festival  at  Aranjuez,  and  a  descrip- 
tion of  the  magnificent  theater  erected  there  by  the  stcill  of  Capitan  Julio 
Cesar  Fontana,  together  with  a  descriptive  poem  entitled  Rflacion  dt  ia 
fifiU  de  Arttnjuem  en  Ftrio,  by  Don  Antonio  dc  Mendoza,  will  be  found 
ir  that  author's  works,  entitled  Et  Frnix  Qasteliana,  etc^  Lisboa,  16^90, 
pp.  fi(  ft. 

'Mesanero  Romanot,  Et  Antiguo  Madrid,  Madrid,  18I1,  Vol.  II,  p.  lij; 
Home,  The  Court  of  Phiiip  If'.,  p.  238. 

'Hence  the  term  galtinero  sometimes  applied  to  the  palace,  but  gener- 
ally, it  Kerns,  to  the  theater,  for  wi  read  frequently  of  coraedias 
represented  in  the  gatlinero  of  the  Buen  Retiro.  Madame  d'Aulnoy'i 
dcacriptioQ  jt  as  follows;  "Le  Burn  Retiro  est  une  maiion  Royale  k  V\it\t 
4m  pones  de  ta  Ville.  Le  Comte-Duc  y  fit  fairc  d'abord  une  petite 
■aUoD  qu'il  Domma  GaUinero,  pour  mettre  dcs  poulets  fort  tares  qu'on 
lui  avail  donoies;  k  comme  il  slloit  les  voir  assez  Muvent,  la  situation 
de  ce  lieu  qui  est  sur  le  penchant  d'une  coltine,  &  dont  la  vue  est  irei 
Agresble,    IVngagct    d'eotreprendre    un    bittment    considerable.  ...  La 
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Mendez  dc  Carrion,  which  adjoined  each  other.  During 
this  festival  two  comedias  were  represented:  Quien  mas 
miente  medra  mas,  written  by  Don  Francisco  de  Quevcdo 
and  D,  Antonio  de  Mendoza,  and  performed  by  the 
company  of  Vallejo,  and  Lope  dc  Vega's  sprightly  com- 
edy La  Noche  de  San  Juan,  represented  by  the  company 
of  Cristobal  de  Avendano.' 

In  October,  1632,  the  completion  of  the  Buen  Rctiro 
was  celebrated  with  a  festival  of  great  splendor,  begin- 
ning with  a  cane  tourney  in  which  the  King  and  the 
Count-Duke  took  part,  followed  by  other  sports  and 
entertainments.  It  was  celebrated  by  Lope  de  Vega  in  a 
poem  entitled  A  la  primera  Fiesta  de!  Palacio  nuevo.^  A 
play  for  the  solemnity  of  swearing  fealty  to  the  Infant 
prince  Baltasar,  written  by  the  Prince  of  Esquilache,  and 
acted  at  the  palace  in  this  year,  is  mentioned  by  TIcknor, 
as  well  as  two  other  plays  acted  on  the  same  occasion- 
one  by  Antonio  de  Mendoza  and  the  other  by  Lopez  de 
Enciso. 

From  this  time  forth  representations  In  the  theater  of 
the  Buen  Retiro  were  of  frequent  occurrence,  and,  ac- 
cording to  Pelllcer,  in  1640  people  began  to  visit  them 
in  the  same  manner  as  they  did  those  In  the  Corral  de  h 
Cruz  and  in  the  Principe.* 

Salle  pour  le»  Comrdies  est  d'un  beau  detain,  fort  grande,  toute  orn^  dr 
sculpture  &  de  dorure.  L'on  peut  etre  qulnze  dans  chaque  log^  usf 
I'iacommoder.  Eltes  ont  tautcs  des  jalousies,  &  celle  oil  ic  met  le  Roi  MI 
fort  doree.  II  nV  a  ni  Orcbestrc  ni  Amphitheatre.  On  I'astit  d«a>  I* 
panerre  9ur  des  banci."  {Rttation  du  f'oyage  itEipagiie,  La  H*Jt, 
iSjj,  VoT,  in,  p.  6.) 

*  Pelllcer,  Hulrhnismo,  Vol.  II,  pp.  iiS?  ff^  and  Hume,  The  C»urt  ♦/ 
Philip  IV.,  p.  a  J  I, 

'Published  Sn  hi*  Ffga  del  Pamoio,  Madrid,  1657,  fol.  «i,  v.  Be- 
tides the  tnagnificent  theater  Tvhich  the  King  had  built  in  the  palace  of 
Buen  Retiro,  spectacles  wcie  also  rcpreieaCcd  upon  the  pood  in  the  gar* 
dens.    See  below. 

*Hittory  of  Spanish  Litrrature,  Vol.  Ill,  p.  4B,  note. 

*  Aviios  de  Pfllitrr,  7  Febrcro  1640.  "El  Rey  nuestro  Sener  coo 
su  caaa  y  la  Senora  Pnncesa  de  Carinaa  eati  desdc  «1  dia  de  San 
en  el  Buen  RetirOj  donde  ha  de  lenerae  haata  la  Quareima,     Haae 


LOPE'S  SELFA  SIN  AMOR 

Among  the  festal  performances  before  the  royal  family 
in  the  palace,  it  may  not  be  without  interest  to  mention 
Lope  de  Vega's  pastoral  eclogue  La  Seiva  sin  Amor, 
which  was  sung  before  his  Majesty  sometime  prior  to 
November  22,  1629.  This,  as  Ticknor  says,  was  the  first 
attempt  to  introduce  dramatic  performances  with  music. 
The  eclogue  was  wholly  sung,  and,  as  Lope  himself  says, 
"it  was  a  thing  new  in  Spain."  It  was  played  with  a 
showy  apparatus  of  scenery  and  stage  machinery  prepared 
by  Cosme  Lottt,  an  Italian  architect. "^  It  was  to  the  latter's 
great  skill,  moreover,  that  the  success  of  many  of  the 
sumptuous  court  representations  given  by  the  king  were  in 
no  small  measure  due.  Among  them  may  be  mentioned: 
'*Circe.  A  Dramatic  Spectacle  which  was  represented  on 
the  great  pond  of  the  Retlro,  the  invention  of  Cosme  Lotti, 
at  the  request  of  her  most  excellent  Ladyship  the  Countess 
oi  Olivares,  Duchess  of  San  Lucar  la  Mayor,  on  the  night 

p«z»da  i  ttprcscncar  en  el  teatro  At  tts  comediai  que  le  ha  fabricada 
dcmro  y  concurrc  la  gente  en  la  mUrna  forma  que  k  los  de  la  Crui  y  del 
Priodpe,  cclebrindose  para  Ids  Hospitalet  y  autores  de  la  Faraa.  Es 
obra  grande."  (Schack,  Naehtragt.  p.  7a.)  "Let  Bandot  de  Ferona,  de 
D.  Francisco  de  Rojas,  e«fen6ie  el  4  de  Febrero  de  1640,  represcntandoia 
Ta  compaoia  de  Bartolome  Romero,  y  fu^  la  primei'a  coinedta  que  ae  hi^o 
en  el  coliseo  del  Buen  Retiro,  asistiendo  geaCe  que  pago  la  entrada  como 
ca  I01  demi)  corrales"  (Bib.  Nac,  MS.  V-48),  quoted  by  Julia  Moareal, 
Cmadres  vitjm,  Madrid,  1878,  p.  134^  note. 

'  Hhte^ry  of  Sfianith  Litrraturf,  Vol.  II,  p.  508,  He  say*  further  thai 
"ihe  earliest  of  the  full-length  plays  that  was  ever  sung  was  Caidcron's 
La  Purpura  de  la  Rota,  which  was  produced  before  the  court  in  t$6o,  on 
OoCAaion  of  the  marriage  of  Lauls  the  Fourteenth  with  the  Infanta  Maria 
Thereia— a  compllrnent  to  the  distinguished  personages  of  France  who 
baid  come  to^  Spain  in  honor  of  that  great  solemnity,  and  vrhom  it  was 
fbought  CIO  more  than  gal  lam  to  amuse  with  something  like  the  operas 
of  Quinault  and  Lulli,  which  were  then  the  moat  admired  entertainments 
at  the  court  of  France."  Utifonunaicly  a  slight  matter  of  chronology  in- 
ttffefe*  at  ihi«  point.  While  Qulnault  and  Lulli  collaborated  for  fourteen 
yean,  producing  on  an  average  an  opera  a  year,  the  earliest,  La  Fife  de 
FAtm«ur  rt  df  Bac(hui,  was  not  brought  out  (intil  167*,  just  twelve  years 
after  Catderon's  La  Purpura  dt  ia  Rota.  In  Perez  Pastor,  Cslderon  Dtfcu- 
mfMt«t,  Tomo  I,  p,  377,  we  read  of  a  "fiesta  ^comedia)  toda  oiniada, 
d«  D.  Pedro  Calderon  de  la  Barca,  que  se  habia  de  hacer  el  domingo 
it  deite  met  [Noviembre  t66o]  a  los  anos  del  Principe,  Nuestro  Serior." 
Ttkia    WIS,   doubtless,    La   Purpura   Jr   la   Rosa,    Lope    de    Vega's    dedi- 
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of  St.  John  [  Jutre  24,  1 634  ?]  .*  Also  Calderon's  El  mayor 
Encanto  Amor,  "a  fiesta  which  was  represented  before  his 
Majesty  on  St.  John's  eve  in  the  year  1635,  on  the  pond 
of  the  royal  palace  of  the  Buen  Retire, "  and  Los  tres 
mayores  Prodigios,  a  festival  also  produced  in  the  Retiro 
on  the  St.  John's  eve  of  the  following  year.  These  plays 
were  given  in  the  open  air,  and  in  the  latter  case  the  three 
acts  were  represented  on  separate  stages,  beside  one  an- 
other, each  act  by  a  different  company  of  players :  the  first 
act  on  the  stage  on  the  right  hand  by  Tomas  Fernandez, 
the  second  act  on  the  left  by  Pedro  de  la  Rosa,  and  the 

cstion  of  the  Selva  sin  .4 mow  to  the  Atmirante  d«  Caitillii  !■  10  im- 
portant for  the  history  of  the  stage  of  the  time  that  I  give  the 
most  interesting  parti  of  it:  "No  aviendo  visto  V.  Exeeiencia  eiti 
Egloga,  que  se  represent^  cantada  a  sus  Magestades  y  Altezas,  com 
ntieua  en  Espana,  me  pareciiS  imprimiria,  para  que  deata  luerte,  con 
menot  cuydado  la  imaginasse  V.  Exceleccia,  etc.  ...  La  inaquioa  del 
Teatfo  hizo  Cosine  Lotti  ingeniero  Ftoremin,  por  quien  sti  Magesmd 
embid  a  Italia,  para  que  asaistiesse  a  su  aeruicio  en  jardines,  fueotes, 
y  otraa  cosas,  en  que  tienc  raro  y  excelente  ingenio.  ...  La  primera 
vista  del  Teatro,  en  aviendo  corrido  la  lienda  que  le  cubria  [it  will 
be  observed  that  here  there  vi^i  an  outer  curtaioX  fue  un  Mar  en 
pcrspeaius,  que  deicubria  k  los  ojos  (tanto  puede  el  Arte)  muchas  leguas 
de  agua  hasta  la  Ribera  opuesta,  en  ciiyo  puerto  ae  vian  la  ciudad,  y  el 
Faro  con  alguttas  Nauea,  que  haziendo  salva  disparauan,  a  quieti  lambim 
de  los  Castilloa.  respondian.  Vianse  aasimismo  algunos  pezes,  que  flue* 
tuauan,  segun  el  mouimicnto  de  las  ondas,  que  con  la  raisma  inconsta.nda, 
que  St  fueran  verdaderas,  se  inquietauan,  todo  con  luz  artificial,  sin  que 
■e  viesse  nliiguna,  y  siendo  la«  que  formauao  aquet  fingido  dia  maj  de 
trezientas.  Aqui  Vcdui  en  un  carro  que  (irauan  dos  Cisnea,  habto  cod  el 
Amor  su  bijo,  que  por  lo  alto  de  la  maquina  rebolaua.  Lot  instrunienCM 
ocupauan  la  primera  parte  det  Teatro,  sin  aer  vistos,  a  cuya  armonia 
cantauao  las  figuras  los  versos,  haziendo  en  la  miima  composicion  de  Ii 
Musica,  las  admiraciones,  tas  quexas,  los  amorcs,  las  iras,  y  los  demai 
afcctot.  Para  el  discurso  de  loa  Pastorea  >e  disparecio  el  Teatro  marl- 
ttmo,  sin  que  este  raoulmiento,  con  »er  tan  grande,  le  pudiesse  peaetrat  1» 
viita,  transforrnandose  el  Mar  en  una  selva,  que  signilicaua  el  aoto  de 
Man^anares,  con  la  pueote,  por  quien  pasaauan  en  perspectiua  quatrtiii 
cosas  pudieron  ser  imitadas  de  las  que  entran  y  salcn  en  la  Corte:  T 
aaaimiamo  se  vian  la  casa  del  campo  y  el  Palacio,  con  quanto  detde 
aquella  parte  podia  determinar  ta  vista,  .  .  ."  etc  {LaUrti  de  Af>alt. 
Madrid,  1630,  fol.  103.) 

'Pcllicer,  Hittrionismo,  Vol.  II,  p.  146.  A  transTation  of  this  currotu 
document  will  be  found  in:  Lovf  the  greatett  Encharitmfnt.  Tie  Sarttrift 
of  Sin,  The  Devolhn  of  the  Crost,  from  the  Spanish  of  Calderan,  bj 
Denis  Ploreacc  Mac-Carthy,  London,  i86t,  p.  5. 
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third  upon  the  middle  stage  by  the  company  of  Antonio  de 
Prado.' 

These  private  representations  before  the  King  by  the 
various  theatrical  companies  which  happened  to  be  in 
Madrid  were  of  very  frequent  occurrence.  Certain 
actors  or  actresses  whom  the  King  especially  desired  were 
called  from  other  cities,  and  sometimes  entire  companies 
were  thus  commanded  by  the  King  for  these  private  func- 

'  Catdf  run,  Comediai,  Part  II,  Madrid,  1637.  My  copy  is  of  the  lecond 
cdiriob,  Madrid,  1641,  where  the  ptay  begioa  on  fol.  3J7.  It  ia  preceded 
bir  >  Loa.  These  plays  were  produced  upon  a  floating  theater  "which  the 
wktteful  extravagiincc  of  the  Count-Duke  of  Olivarcs  had  erected  on.  the 
artificial  vraier*  in  the  gardens  of  the  Buen  Retire."  In  the  CDncludioK 
Tcrscs  of  the  play  Calderoa  >ayt  that  "the  water  was  very  happy  on  this 
g-raclou*  DiKht."  Ticknor,  however,  states  that  "a  storm  of  wind  scattered 
the  vessels,  the  royal  party,  and  a  supper  that  was  also  among  the  floating 
arrangement*  of  the  occaiioti,  prepared  by  Cosme  Lotti,  the  Florentine 
architect,"  though  the  play  was  successfully  acted  several  times  during 
tb<  month.  He  fixes  the  date  as  June  12,  1639,  which,  however,  was 
ccnainly  not  its  first  representation,  {Hiitory  of  Sf>iim/h  Literature, 
Vol.  II,  p.  481,  note.)  Ticknor's  source  of  information  was  probably  the 
Afialtt  de  Madrid  of  Antonio  Leon  Pinelo,  who,  under  the  year  1640^ 
says:  "La  noche  de  San  Juan  hubo  en  el  Retiro  muchos  festines,  y  entre 
fllo*  ana  Comedia  represemada  sobre  el  Esianque  grandc  con  maquinas, 
trkHioyaa,  luces  y  toldos;  todo  futidado  sobre  las  barcas.  £statido  rcpre- 
•mtando,  *c  Icvantd  un  torbcilino  dc  vtento  tan  furioso,  que  lo  desbaratd 
todo,  y  algunai  personas  pdigraron  de  golpes  y  caidas."  (Quoted  by 
Ptllicer,  Hiitrionitmit.  Vol.  I,  p.  193.  See  the  very  interesting  note  on 
St,  John's  ere,  In  Don  Quixote,  ed.  Clemencin,  Vol.  VI,  pp.  z%^9.)  A  num- 
ber «f  these  parlieuiartj,  as  private  performances  were  called,  belonging 
la  a  somcwhd!  later  period,  are  memioncd  by  Schack,  Sathtragt,  pp.  73, 
74,  among  them  being  the  comedia  of  Antonio  de  Sol  is,  Piiquh  y  Cvp'ido, 
which  was  produced  in  the  Buen  Retiro  on  a  scale  of  great  magnificence, 
the  machinery  for  it  being  especially  constructed  by  the  Italian  engineer 
Maria  Antonozzi.  It  appears  that,  beginning  on  October  29,  i6fii,  the 
theatrical  representations  in  the  palace  were  io  charge  of  the  Marquis  of 
Helichc,  while  those  in  the  Buen  Retiro  were  under  the  superintendence  of 
the  Duke  of  Medina  de  las  Torres,  {Ibid.,  p.  74,  and  sec  especially  Peres 
PastAt,  Caldtfon  Documeatot,  Vol.  I,  and  the  Pofsiat  de  Satis,  Madrid, 
1*92,  paitim.)  Concerning  (he  sums  of  money  expended  by  Philip  IV. 
on  ib^se  private  representations,  Barrionuevo  tells  tts  that  a  comedia 
tomntmes  cost  the  King  as  much  as  50,000  ducats.  Under  date  of 
Jsnaafy  jj.  t6s5,  he  writes:  "V^endri  cl  Rey,  Sabado,  }0  de  jste,  derecbo 
A  Palaeio,  que  no  va  a  I  Retiro,  como  soiia,  por  estarle  preparando  una 
Cnmedta  en  ^1,  de  tramoyas,  que  dicen  costard  mis  de  50,000  ducados;  que 
por  aci  DO  se  trata  sino  de  pasar  alegrcmente  ests  pobre  vida,  de  donde 
diere  y  <}uede  lo  que  quedarc."  (/ft-uo/,  Vol.  I,  p.  2ij.)  The  same  writer 
also  chronicles  the  following:  "Miercoiei   17  de  isle  [Enero  de  )$57]  se 
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tions,^  though  they  had  been  announced  to  appear  in  the 
public  theaters,  which  were  frequently  closed  on  that  ac- 
count.^ 

Among  the  dramatists  of  the  time  an  especial  favorite 
of  the  King  was  Don  Jeronlmo  de  Villayzan  y  Garces.  It 
4s  said  that  Philip  used  to  go  incognito  to  the  Corral  de  la 
Cruz  to  see  Villayzan's  comedias  acted,  entering  his  box 
by  a  passage  from  the  Plazuela  del  Angel.  It  was,  more- 
over, the  common  report  at  the  time  that  ViUayzan  aided 
the  King  in  his  dramatic  labors.^  Certain  it  is  that  before 
January,  1623,  when  Villayzan  was  not  yet  nineteen  years 
of  age,  one  of  his  comedias,  Transformaciones  de  Amor, 
was  represented  privately  before  the  King  by  the  company 

hizo  fn  la  Zar^uda  la  comedia  grande  que  el  de  Liche  tenia  diipucsta 
para  el  fescejo  de  Ids  Reyes.  Cost6  i6,fx»  ducados,  que  pago  de  m  ordfO 
el  Conde  de  Pezuela.  .  .  .  Todas  las  tratnoyaa  y  aparatos  le  ban  traido 
de!  Retire,  al  nuevo  coliseo  que  ae  ha  hecho  en  la  ermita  de  Saa  Pablo, 
para  tornaria  i  hacci  este  Carnaval.  .  .  .  Did  Liche  a  D.  Pedro  Calderoa 
aoo  dobloncs  por  ta  coitiedia,"  etc,    {Avisos,  Vol.  ill,  p.  176.) 

'  Sec  above,  p.  19S. 

'"Madrid,  za  Dicierabre  1656.— Petici6n  de  lo»  arrcndadorei  de  Ioj 
corrales  contra  Pedro  de  la  Roaa,  que  no  repreiiemd  en  los  dias  i;  y  16  de 
Diciemhie  porque,  segun  conflesa,  estuvo  estudiando  y  etisayando  la  fiesta 
de  lo4  aD09  de  la  Rcina,  que  se  ha  de  haccr  el  32  del  pre»entt  me*. 
Tampoca  rcprejcntd  el  dia  iS,  aunque  tenia  pucsto  carteles  para  hacer  la 
comedia  E!  Conde  Lucaaor  [atribuida  &  Caldcron],  (P£rci  Pastor,  Cold*- 
roa  Documentes,  Vol.  I,  p.  243.)  Again,  we  read  in  a  ooiarial  certificate 
dated  Madrid,  February  34,  i^sj:  "Y  ansimismo  doy  fee  vi  cerrado)  Im 
comlea  el  lune»  de  Carnestolendas,  doze  de  dicho  mes,  por  haber  ido  al 
ReCtro  laa  companiaa  de  Pedro  de  la  Rosa  y  Diego  Osorio  i  hacer  It 
fiesta  de  la  Zarzuela  cotiducidoi  por  el  alguacil  de  corte  Joseph  Caballero 
y  v\  coDducir  las  dichas  companias,  y  este  dia  no  reproento  Francisco 
Garcia  por  haberle  llevado  lai  mugeres  al  ensayo  de  la  comedia  de  Don 
Pcdrq  Caldcron,  que  se  biio  el  msrtc*  sigtiientc  a  Su  Magesiad."  (lhU.t 
p.  244.  See  also  pp.  377,  z8o,  et  passim.)  It  appeara  that  the  King  did 
oot  always  go  to  the  theater  for  the  sole  purpose  of  seeing  the  plaj. 
The  following  curious  bit  of  news  is  chronicled  by  Barrionuevo  uttdtr 
date  of  February  27,  i6j6:  "S.  M.  ha  mandado  fto  vayan  manaoa  i  I* 
Comedia  sino  solas  mujeres,  sin  guarda-infiintcs,  porque  quepao  ml*,  }" 
le  dice  la  quiere  ver  con  ta  Reina  en  las  cclosias,  y  que  tienea  algueu 
ratODeraa  con  mis  de  too  ratones  cebados  en  ellas  para  soitarlos  ca  lo 
loejor  de  la  fieita,  ssi  en  cazucla  como  en  patio,  que  si  sucede,  sera  muclio 
de  ver,  y  entretenlmicnto  para  SS.  MM."     {A<vitQs,  Vol.  II,  p.  |o8.) 

'  Barrera,  Catdtogo  Mbliogrdfica  y  biografico  dfl  Tratro  antigu*  n- 
paioi,  p.  49t. 


JERONIMO  DE  VILLAYZAN" 

of  Juan  Bautista  de  Villegas.*  Another,  Sufrir  mas  por 
Querer  mas,  was  acted  before  the  King  some  time  prior  to 
November,  1632,  and  again  on  October  17,  1 637,  and  it 
pleased  the  King  so  greatly  that  he  commanded  that  it 
should  not  at  that  time  be  represented  elsewhere.^  Still 
another  of  his  comedlas,  Ofender  con  las  Finezas,  was 
played  before  the  King  by  the  company  of  Manuel 
Vallejo  on  February  5,  1632,  and  again  on  November 
13,  1633.^  Villayzan  died  at  the  early  age  of  twenty- 
nine,  in  1633,  in  which  year  his  friend  Lope  de  Vega 
published  an  elegy  on  his  death,* 

During  the  first  twenty  years  of  the  reign  of  Philip 
the  Fourth,  comedias  continued  to  be  represented,  pre- 
sumably, in  accordance  with  the  restrictions  prescribed 
by  the  decree  of  1615.  That  this  decree  was  a  dead 
letter  is  evinced  by  the  fact  that  a  new  series  of  regu- 
lations for  the  theater  was  issued  in  164 1,  at  the  in- 
stance of  D.  Antonio  de  Contreras,  "of  the  Council 
and  Chamber  of  his  Majesty,"  These  regulations,  how- 
ever, did  not  difier  in  any  essential  particular  from  those 
of  1615  ;  indeed,  most  of  the  articles  were  a  literal  repeti- 
tion of  the  previous  decree.  Here  and  there  sllgUt 
changes  were  made,  as,  for  instance,  no  woman  above  the 
age  of  twelve  years  shall  be  allowed  to  act  unless  she  be 
married,  nor  shall  any  manager  permit  her  to  be  in  his 
company,  if  she  be  unmarried;  also  that  no  person,  what- 
ever be  his  quality  or  condition,  be  allowed  to  enter  the 
retiring-room  of  the  players,  under  penalty  of  20,000 


'Set  my  "N^tei  on  the  Chronotogy  of  the  Spanish  Drama,"  in  Madtrn 
l^ngmagr  Rtvifw,"  Vol.  Ill  (1907), 

'B»rrer»,  Catdiogo,  p,  4.93.  The  pJay  must  have  been  originally  repre- 
•eiittd  before  the  King  tome  time  prior  to  i6iz,  for  in  November  of  ih4C 
jrar  il  bctonged  to  the  repertory  of  Andres  de  la  Vega,  a  theatrical 
manager.     (Plrez  Paiior,  Nuevos  Daiot,  p.  216.) 

*  M«dfrm  Language  Rfvinsi.  Vol.  Ill   (1907),  p.  48. 

'Elegit  a  la  Muertt  dt  O.  Gtrinima  dt  t-'iltaieaa,  por  m  amif^a  Frey 
iMpt  Felix  de  Vega  Carpio. —  En  Madrid  por  Franciico  Martinez,  ano 
i6jj.    S«  Galtardo,  Entayo  de  una  Bibtii>if<o,  ftpanola,Tomo  IV,  p.  977. 
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ivedis  for  the  first  offense, 


for 


ifracti 


ior 


maraveais  rortne  nrst  onense,  and  ror  a  second  infraction 
under  such  penalty  as  the  Consejo  Protector  may  declare. 
A  like  penalty  is  provided  in  the  case  of  men  found  in  the 
entrances  or  exits  of  the  women.'  ^ 

According  to  zn  j4v'iso  dated  March  i,  1644,^  the  chie^* 
subject  of  gossip  in  Madrid  at  that  time  was  the  restric- 
tions and  regulations  imposed  upon  comedtas  and  players 
by  D.  Antonio  de  Contreras.  Provisions  are,  however, 
alluded  to  which  are  not  contained  in  the  above-mentioned 
decree  of  1641,  among  them  that  "henceforth  no  comedia 
which  is  the  author's  own  invention  may  be  represented,^^! 
but  only  histories  or  the  lives  of  saints,*'  and  that  no  actor^ 
or  actress  may  appear  upon  the  stage  in  costumes  of  gold  or_ 
telas.  Moreover,  a  new  comedia,  never  seen  before,  ma| 
be  represented  only  every  eight  days,  and  "the  Senort 
may  not  visit  any  actress  more  than  twice."* 

On  the  death  of  the  Queen,  Isabel  of  Bourbon,  fii 
wife  of  Philip  the  Fourth,  on  October  6,  1644,  the  thea- 
ters were  again  closed.    How  long  this  interruption  lasted 
in  Madrid,  I  do  not  know.    In  Seville,  at  all  events,  repre-  ^ 
sentations  were  given  in  1 645,  for  in  May  of  that  year  tt 
companies  of  Luis  Lopez  and  Lorenzo  Hurtado  de 
Camara  were  acting  in  that  city.'*    The  autoi  were  ree 


*Tliia  rrgulatioti  of  1641  was  first  published  hy  Srpulveda,  Et  Carrel  1 
la  Facheta,  pp.  556  fi.     It  \t  now  reprinted  ift  full  in  Ci>t>re1o  y  Moi^ 
Contravtriias,  pp.  djl,  *33- 

'  In  a   MS.   Cod.    12  of  the   National   Library.     Pellicer,   Hittritniin 
Vol.  r,  p,  130. 

'  This  provision,  Pellicer  itatei,  was  intended  to  prohibit  the  wridn;:  of 
'Vomedias  de  amorcs  y  de  galanteos,  lat  qualet  at  llamaban  ComtJltt 
de  tapa  y  fifiada" 

'How  this  laat  regqladon  was  to  be  enforced  againat  the  SfnQfff  i*C 
are  not  told,  but  as  very  few  of  the  provisionf  of  these  theatrical  ordintncn 
teem  ever  to  have  been  observed,  this  one,  which  allowed  the  SfUvrfJ 
but  two  visits  to  an  actrest,  was  quite  gratuitous.  Still,  as  this  provititD 
doubtless  concerned  a  very  large  class,  it  offered  the  more  timid  adtniren 
a  loophole  of  escape  tn  the  very  remote  contingency  of  their  being  appre- 
hended on  a  second  visit. 

'  Sanchez-Arjona,  Analts,  p.  J74. 
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larly  presented  in  Madrid  In   1645,  Calderon  receiving 
300  ducats  veilon  for  writing  them.' 

Once  more,  on  October  9,  1646,  the  theaters  were 
closed  on  account  of  the  death  of  Prince  Baltasar.  This 
again  raised  the  question  of  whether  comedias  should  be 
permitted,  and,  according  to  Peliicer,  a  council  of  theo- 
logians again  submitted  some  regulations— "bastante  di- 
fusas"— to  the  King,  recommending  that  for  the  present 
comedias  be  suspended,  beginning  with  "Pasqua  de  Flo- 
res."  They  explain  what  they  mean  by  "for  the  present," 
alleging,  among  other  reasons,  "until  God  may  be  pleased 
to  put  an  end  to  the  wars  with  Portugal  in  which  Castile 
is  now  engaged."  Among  the  conditions  recommended 
by  them  were:  "That  the  companies  should  be  reduced  to 
the  number  of  six  or  eight,  and  that  the  compamas  de  la 
legua,  which  are  composed  of  gente  perdida,  who  travel 
through  the  smaller  towns,  should  be  prohibited;  that  the 
comedias  to  be  represented  relate  to  some  proper  and 
moral  subject  or  concern  the  life  or  death  of  some  exem- 
plary person  or  some  noble  deed,  and  that  they  should  be 
without  intermixture  of  any  love-affair,  and  that,  in  order 
to  attain  this  end,  nearly  all  the  comedias  that  had  been 
represented  down  to  that  time  should  be  prohibited,  espe- 
cially those  of  Lope  de  Vega,  which  had  worked  such 
barm  in  the  customs  of  the  people."  They  provided, 
further,  that  no  comedia  may  be  represented  without 
previously  obtaining  a  license;  that  the  costumes  of  the 
players  be  reformed,  especially  the  guar dainf antes  (very 
wide  hoop-skirts  (of  the  women  and  the  decollete  gowns ^ 

'  Pirrz  Pattor,  CaUtron  Datvmintat,  Vol.  I,  p.  136, 

'  Prlliwr  {ffhfrianiimo.  Vol,  I,  p,  aig,  note)  »ay«:  "Eita  mod«  (lamad* 
el  Dtg»Uado  condnuQ  con  el  nonibre  de  el  Eicatado,  porque  coniistia  en 
I  ut«r  l>t  mugerea  uno>  jubonet  «scotadoB,  que  dsban  lugar  k  detcubrir  Im 
I  fargmota,  la  Mpalda  y  loa  pechos,  cuyo  cscaEidaloso  uso,  deipues  de  haber 
I  dacki  CApiiMO  materia  i  lot  Teologos  moralUtai,  did  motivD  i  un  Real 
I     I>fcreto,  <iue  tc  proliibid,  pcrmicicndote  lolamciite  k  )aa  mugerea  pi^blicas." 
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and  strange  head-dresses;  that  players  be  permitted  to 
wear  only  one  costume  in  any  one  play,  except  where  the 
change  is  exacted  by  the  comedia,  nor  shall  women  wear 
men's  attire,  and  their  skirts,  moreover,  must  reach  to  the 
feet,  etc.  Dances  also  were  regulated;  only  married 
women  were  allowed  to  act  or  dance,  only  players  were 
permitted  to  enter  the  green-rooms,  and  comedias  were  to 
be  begun  at  two  o'clock  in  winter  and  at  three  in  summer, 
so  that  the  play  may  be  over  before  dark.' 

There  is  much  uncertainty  concerning  the  date  on  which 
comedias  were  again  allowed  to  be  represented  upon  the 
public  stage  at  Madrid  after  the  death  of  Prince  Balta- 
sar.  It  appears  there  had  been  no  plays  acted  in  the 
theaters  of  Seville  and  Madrid,  at  all  events,  even  for 
some  time  prior  to  the  Prince's  death, ^since  Shrovetide, 
1646,=* 

We  know  that  the  autos  were  represented  in  Madrid  as 
usual  in  1648,  for  Caldcron  wrote  them  and  received  300 
ducats  for  them;^  the  theaters  of  Seville  were  also  open  in 
this  year,**  though  there  had  been  no  representations  dur- 
ing the  preceding  year,  as  we  have  just  seen,  nor  were  any 
atitos  presented  in  Seville  in  1648,  the  theaters  not  re- 
suming until  September  1 5,  when  the  company  of  Estcban 
Nuiiez  began  forty  performances  in  the  Colheo.  The 
pest  was  prevalent  InAndalucla  during  the  years  1646-49, 
the  theaters  being  finally  closed  in  the  latter  year  on  ac- 
count of  the  havoc  wrought  by  the  contagion,  though  rep- 
resentations were  resumed  in  Seville  in  1650." 

Sometime  during  the  period    1646-47    a   number  of 

'PelHcer,  Hittr'tonismo,  Vol.  I,  pp.  217-220, 

*  "En  el  manuscrico  de  Notiaai  y  caiot  memorahlrM  dt  la  tiadtd  i' 
Sivilia,  que  procedente  Ae  la  bibliolcca  del  senor  Conde  del  Aguili  K 
conscrva  en  e\  Ayuntamicnlo,  sc  dice: — 164£.  Eire  ano  probibio  el  Coo- 
tejct  la*  comedias;  i  lo  mcnos  en  Sevilta  y  Madrid  no  laf  hubo  devlc 
Carncstolendas."  (Sanchez-Arjona,  Analtt,  p.  179,) 

'  Calderon  Documeatat.  Vol.  I,  p.  16}. 

'Sanchez-ArjoDa,  Anatfi,  p.  ;So. 

*lki4..  pp.  jgj-jSS. 
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^utores  de  comedias  petitioned  the  King  for  permission 
to  again  represent  comedias,  alleging  various  reasons  and 
requesting  the  King  to  command  that  comedias  be  freed 
of  all  indecent  or  objectionable  features,  etc.* 

According  to  Pelljcer,  the  cities  that  were  most  in- 
sistent upon  the  reopening  of  the  theaters  were  Zaragoza 
and  Valencia.  Already  in  1650  and  1651,  he  continues, 
comedias  were  again  being  acted  in  the  King's  palace^  in 
Madrid,  and  in  the  other  chief  cities  of  Castile,  and  now 
this  permission  was  extended  to  Zaragoza.  With  this 
example  before  it,  the  city  of  Valencia  renewed  its  peti- 

'  "Petition  hecha  en  Cortes  a  S.  M.  para  que  no  te  prohiban  las  Come* 
diat: — Por  algunos  autorei  de  Cornedias  te  a  significado  al  Reyno  =:  El 
Keyno  haviendo  rcconocido  que  la  mayor  parte  de  lo  que  ic  saca  de  tai 
comcdi(l»  ie  convicrte  en  diferentes  obrai  pias  como  son  Hoipitalei  .  .  . 
y  irnportat  en  csda  un  ano  mas  de  So  rail  ducadot  y  ser  cvidcnte  que 
zcaaado  el  uso  dcllai,  las  giudades  an  de  cHgir  otros  medio«  para 
tuplirlot  (por  ser  tan  preziso  y  nezessario  no  faltar  a  cosa  Ian  mcncstr- 
rosa )  y  que  estos  recarguen  sobre  loa  muchos  que  estan  impuesios  y  que 
lot  pobres  bengan  a  ser  gravados  en  ellos,  quando  eran  exemptos  de  lo 
que  «c  lacava  de  lai  comedias  y  que  cada  uno  )o  pagava  voluntariamcDte,  y 
£eT>er*liticntc  acr  lot  mil  acomodados  y>ltegar»e  asta  aver  sido  de  general 
de^vonsurlo  psra  toda«  el  que  se  ay  a  mandado  zesco  las  comediaii  pnrque 
camo  ordioariamrnte  no  tenian  otro  divertimiento  y  que  en  lo  apsrcnte 
•iempre  se  a  tcnido  por  iicito  y  no  perjudicial  ni  danoso  a  ta  Republica, 
|ruet  a  avcrlo  sldo  en  tanta«  aflos  como  ha  que  se  introdujeron  asi  en 
fta»  Reyno*  como  en  todos  loi  de  Europa,  sc  hubicra  rresuelto  zcsasen,  y 
por  ter  un  tienipo  en  que  rodoi  se  hallan  con  tantos  rrogos  y  afli^loDrs,  lef 
rs  inai  tensible  el  que  les  falte  cite  entreienimieato;  por  cuyas  rra^onei 
•uplio  el  Reyno  a  V,  Md.  le  sirva  de  raandar  se  continueD  y  haf;an  las 
didiai  comedias  dando  ordeo  se  reforme  la  parte  que  tuvleren  de  pro- 
fanidad  6  indr^encia  6  que  mirasen  a  dar  raal  exemplo  y  que  las  jusiiciai 
paogao  particular  cuidado  en  que  ae  e^cusen  las  diten^ioDcs  y  alborotos, 
4)ue  suelen  ofrecerie  entre  la  gente  o<;iosa  y  nial  entretenida  con  que 
pjreze  te  rrrpararin  los  danos  que  de  hazersc  las  comedtas  te  an  experi- 
iBcntado  rresultan;  y  porque  las  pertonas  de  quten  te  co-mponen  no  se 
dividan  ni  ausenien  dcstos  Reynos  en  caso  que  V.  Md.  ccnga  por  bien 
dc  condezender  con  esta  suplica,  convcndri  que  con  toda  brevedad  te 
tHBc  rre*olucion  a  ella  porqut  de  dilatarse  sea  muy  dificil  el  bolverie  ■ 
junta r  e*lc  genero  de  gente.  V.  Md.  mandari  to  que  mat  coDvcDga,"  etc. 
(AriM*r«  gfntTitt  Crntral,  entre  Ids  papelei  corrctpondieotei  i  lot  anol 
tA4<-iH7.    Rfviftm  dt  /frchk'ot  (1883),  pp,  179,  iBo.) 

'Two  years  before,  in  1648,  Antonio  de  Prado  had  represented  eleven 
privately  before  the  King  and  Queen,  and  the  company  of 
JttHU  de  Eapinosa  bad  perfonned  eight  before  March,  1647.  (£/  Avtri- 
gmmdtr,  Tacno  I  (1871),  p.  170.) 
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tion  and  induced  the  Council  to  consult  the  King  on  Feb- 
ruary 15,  1651.  To  this  consulta  the  King  replied  with 
a  decree  permitting  "comedias  de  kistorias,  as  they  are 
represented  in  Madrid,"  to  be  performed  in  Valencia 
also.' 

The  first  comedia  represented  in  Madrid  when  the 
theaters  were  reopened  was  Santa  Maria  Magdalena.' 
That  theatrical  companies,  however,  were  acting  in  other 
parts  of  Spain  prior  to  1650  is  a  well-attested  fact.  In 
1649,  during  the  journey  of  the  new  Queen,  Dona  Mari- 
ana de  Austria,  from  Vienna,  the  company  of  Roque  dc 
Figueroa  represented  a  comedy  before  the  King  on  one  of 
the  royal  vessels  lying  at  Tarragona.^ 

Another  royal  order,  chiefly  concerning  the  abuses  that 
had  gradually  been  introduced  In  the  matter  of  women's 
costumes  on  the  public  stage,  and  which  the  decree  of  1646 
had  been  intended  to  remedy,  was  issued  on  January  i, 
1653/  On  the  death  of  Philip  the  Fourth  (Septem- 
ber 17,  1665),  the  theaters  were  once  more  closed,  and  a 

'"En  esia  Cortc  »c  Ka  ido  toleraodo  el  que  hay»  Comedia*  de  hliioriat, 
jr  en  la  forma  que  el  Contejo  teqdra  eptendtdo;  y  li  este  ana  le  pei> 
mitieren,  podri  correr  en  Valencia  Id  mismo,  precedicndo  au  eKamen  5 
moderacion  at  exemplo  de  lo  que  se  hicicsc  aqui ;  pu»  el  concedcr  i  In 
pueblos  algun  Hcito  desahogo  parece  predso."  (PellScer,  Hiitrivmim*, 
Tomo  I,  p.  i2j.) 

'*  toi.  til.,  p.  32}.  A  number  of  cornediaa  bearing  thU  title  Km 
lurvived,  and  it  is  impOBsible  to  determine  which  one  ii  here  mefiil* 
The  thirst  for  novelty  would  preclude  Lopc'i  play,  which  wai  wriltn 
before  t£i8.  The  comedia  10  entitled  by  Luis  Vekz  de  Guevara  (wht 
died  in  1644)  is  of  unknown  date.  It  may  be  Jacinto  Malueodi't  i* 
Magdalena.    See  Par  y  Melia,  CatAlogo,  No.  704. 

'"Mientras  los  enclavoa  hizieron  aguada,  entretuvo  S.  M.  el  tieoipfiv 
oyendo  una  comedia  que  Roque  de  Figueroa,  Autor  dellaa,  repreienio  t« 
1b  Antepopa  de  la  Real  con  su  Compania,  que  entonccs  acaso  se  halUn 
cn  Tarragona."  {Re^t  Fiage  de  la  Reyrnt  N,  S.  Dona  Mariana  dt  Amstnt 
dttdt  la  Corit  de  i'irna  htttta  ettof  tut  Rtyn9S  dt  Espana,  Madrid,  t<4ft 
quoted  by  Schack,  Nafhirage,  p.  73.) 

*Thi9  decree  was  first  published  by  Schack  (Nathtrage,  p.  So)  from 
a  MS.  in  the  Royal  Academy  of  History  at  Madrid.  It  ii  as  followi: 
"Quatida  permiti  que  volviesen  tai  comedias  (que  te  avian  auipeoilido 
por  los  detordeoes  y  rttaxacion  de  troges  y  rcprcscntacionet  que  >e  ariM 
esperimentado)  fu<  con  orden  preci»o  que  eso  le  e«cut«te  coo  atenciao 
tuny  paiticulir  a   la   reformacion  de   los  tragei  y  a   la   deccncta  de  I*' 
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decree  was  issued  by  the  Queen,  Dona  Mariana  of  Aus- 
tria, on  September  22,  1665,  prohibiting  the  representa- 
tion of  comedias  throughout  the  kingdom,  and  declaring 
"that  they  shall  cease  entirely  until  the  King,  my  son,  shall  ] 

be  of  an  age  to  enjoy  them."^  The  theaters  remained 
closed,  however,  but  little  more  than  a  year,  when  the  city 
of  Madrid,  on  November  17,  1666,  petitioned  the  Queen 
Regent  that  they  be  reopened.  The  question  was  again 
referred  to  the  Council,  who  threshed  the  whole  matter  ! 

over  once  more,  with  the  Inevitable  result  that  a  decree 
was  issued,  on  November  30,  again  permitting  the  repre-  . 

sentation  of  comedias,"  which  were  continued  until  July 
14,  1682,  when  the  theaters  were  again  closed  on  account  | 

of  the  pest. 

repreieotacionct  que  k  havri  de  ob»cTb»r,  de  iuette  que  no  hubieie,  m  { 

en  to  utio  oi  en  Id  otro,  cosa  alguna  que  ofendiese  la  publica  hooestidad.  ' 

Y  porque  he  entendido  que  en  etito  le  faha  f^ravemente  en  las  partes  donde 

•e  repmenta  y  que  los  trages  no  ion  con  la  moderncioa  y  ajustamiento  j 

que  ■«  deve,  «»  ordena  que  cmbieii  ordeno  i  la  Corona  en  Codo  aprieto  1 

(de  ■iierte  que  *c  ob*etvea  prcci»a  y  ind)spcn»ablcraentc)    que  ninguna  I 

muger  pueda  talir  a1  teatro  en  havito  de  hombre,  y  que  fi  huviere  de  | 

Mr  precitg  para  la  repreientacioa  que  hagan  eatoa  papelei,  lea  con  irage 

UQ    ajuitado  y  modesto,   que   de   ninguna    maaera    le   lea   descubran    las  I 

piemat  ni  lo*  pics,  aino  que  e«o  eat^  aierapre  cuhierto  con  loa  vestldoa  6  ' 

tragea,   que  ordinariamente   usan,   o  con   alguna   sotana,   de   manera   que  |, 

polo  le  diferenxie  el  trage  de  la  cintura  arriba  imponiendotea  laa  penas  | 

que  Di  pareciere  y  diaponiendo  que   inviolablemente   ae  txecucen   en   las 

que  cooiravvniercj]  al  cumplimienta  de  la  ordcn  refedda,— Rubilcado  de 

la  real  maoo  de  S.  M.— Madrid,  a  i"  de  Eneto  de  1653.— Al  Vkeeandller 

de  Aragon."    Thia  decree  ia  alao  novr  printed  in  Cotarelo,  Controveriiat,  , 

p.  <J5.  I 

'  "El  leatiRiiento  i.  que  ha  obtigado  ta  falta  del  Rey  nueatro  Seiior,  pide 
que  prohiba  generalrnenle  en  todoi  eatoi  Reynoa  el  repreientar  Comedian, 
f  ati  inaodo  ae  den  luego  por  el  Conaejo  la*  ordene»  nece*ariaa  para  que 
e**ea  cnieramente,  hatta  que  el  Key  mi  hijo  teoga  edad  para  guatar  de 
rllaa."    ^PctJiccr,  Itiitnonttmo,  Vol,  I,  p.  270.) 

*lkiJ.,  pp.  271-374. 


CHAPTER  XII 

The  "Partidas"  of  Alfonso  the  Learned  concerning  secular  plays. 
The  church  and  the  theater.  PubUc  players  declared  infamous. 
Opposition  of  the  clergy  to  the  theater.  It  is  mostly  due  to  the 
players.    Character  of  the  actresses. 


The  fact  that  the  modern  theater  had  its  origin  In  the 
liturgical  services  of  the  early  Christian  church  naturally 
induced  that  body,  as  the  great  conservator  of  public 
morals,  to  keep  a  watchful  eye  on  the  growing  popularity 
and  development  of  the  religious  celebrations  and  repre- 
sentations, which  finally  culminated  in  the  profane  thea- 
ter. 

The  Partidas  of  Alfonso  the  Learned,  written  between 
1252  and  1257,  had  already  declared  what  part  the  clergy 
might  take  in  these  representations,  namely:  "that  re- 
ligious persons  (clerigos)  may  not  be  actors  in  the  farcical 
plays  [juegos  de  escamios)  ^^  so  that  people  come  to 
sec  them,  how  they  are  acted.  And  if  other  persons  rep* 
resent  them,  the  clergy  shall  not  come  to  sec  them,  for 
much  clownlshness  and  lewdness  are  committed  in  them. 
Nor  shall  these  things  be  done  in  the  church ;  rather  do 
we  declare  that  those  who  do  these  things  shall  be  driven 
from  the  church  in  disgrace,  for  the  church  of  God  is  in- 
tended for  prayers  and  not  for  lewd  plays.  But  the  clergy 
may  represent  such  matters  as  the  birth  of  our  Lord  Jesus 
Christ,  in  which  is  shown  how  the  angel  descended  to  the 

■Tickndr,  History  of  Spanish  Litfratuff,  Vol.  1,  p.  269,  tr»nalatr»  ivtg*i 
di  tjcarnios —  hyt^oov  p'^y*;  Wolf  translates  "$ pott* pic tc."  See  %\iOi^ 
no(e  in  Ticknor,  Und,  DoubtlcH  rude  farces  with  their  a.CTOinpanimem  fi 
horte-play  are  meant. 
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shepherds  and  told  them  of  the  birth  of  Christ.  And 
likewise  of  hts  appearance  and  how  the  three  Magi  came 
to  adore  him;  and  of  his  resurrection,  which  shows  how 
he  was  crucified  and  arose  on  the  third  day.  Such  things 
as  these,  which  move  men  to  do  good  and  to  have  devo- 
tion in  the  faith,  may  be  represented,  and,  besides,  so  that 
men  may  remember  that  just  as  here  the  things  have,  in 
truth,  happened.  But  these  things  must  be  done  with 
decorum  and  with  great  devotion,  and  in  the  large  cities, 
where  there  are  archbishops  and  bishops,  and  by  their 
authority  or  that  of  their  representatives,  and  they  must 
not  be  performed  in  villages  or  in  mean  places,  nor  fon 
the  purpose  of  gaining  money." ' 

Dramatic  representations  continued  to  flourish  in  the 
churches,  but,  through  the  laxity  of  the  clergy,  the  abuses 
increased  to  such  an  extent  that  the  council  of  Aranda,  in 
1473,  enacted  a  decree,  similar  to  the  law  just  mentioned, 
to  regulate  these  performances,  and  strongly  condemning 
"the  abuses  which  had  crept  into  the  festivals  of  the  birth 
of  Christ,  that  of  St.  Stephen,  St.  John,  the  feast  of  the 
Innocents,"  etc,  and  forbidding  other  festivals  in  which 
theatrical  plays,  masks,  monsters,  shows,  and  many  de* 

'  "LiM  cl^rigos  ...  no  deben  ser  facedorei  dc  juegoi  de  escarniai 
porque  la*  vengao  i  ver  gentes,  como  le  facen.  E  si  otroi  omta  loi 
ficierciL,  oon  debcn  loi  cterigo*  hi  venir,  parquc  facea  hi  muchas  villaniai 
«  4f*»po*tuTii,  N)  dcbcn  airoii  cstai  cosaa  facer  rn  las  fglriias:  antes 
decMno*  que  lo)  deben  ecbar  de  ell  as  deilionradametite  i  lo}  que  lo 
&cteren:  ca  )a  egleiia  de  Dios  ei  fecba  para  orar  e  nan  para  facer 
lacamtDt  *q  ella.  .  .  .  Pero  reprcKotBcioa  hay  que  puedeo  Ids  clerigos 
facer,  a»i  como  de  la  nacencia  de  nueatro  Seiior  Jesucriito  en  que  muestri 
cMno  el  angel  vino  i  loi  paMorcs,  e  como  ]e»  dijo  como  era  Jesu  Crhto 
Aacide.  E  atroii  de  lu  aparicion  como  los  trea  reyei  ma^oa  le  vinicron  A 
ailorar.  E  dc  lu  murrcccion  que  murstra  que  fu^  crucificado  e  reiucit6 
al  tercero  dia :  tatei  cosai  como  estas  que  mueven  a1  ome  i  facer  bteo 
e  A  baber  devocion  en  la  fe,  pueden  las  facer,  e  demas,  porque  Ids  omes 
Myan  rcniembranza  que  segun  aquellai  fueron  las  otrai  fechas  de  verdad. 
Maa  etto  deben  facer  apuestameDCe  e  con  muy  grand  devocion  e  en  las 
eibdadei  grandeii  donde  oviere  arzobispos  d  obitpos,  e  con  su  mandado 
de  rllM  6  de  toi  otroi  que  tovieren  lus  vccei,  e  non  lo  deben  facer  en  las 
■  Ideas  n'n  en  t(^  lugaret  vilci,  ma  pot  ganar  dinero  cod  ellaa."  {Parlida 
t,  di.  vi.  (eg.  i4.) 
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vices  and  lewd  figures  are  brought  Into  the  churches,  thus 
creating  a  tumult;  besides,  it  forbade  "all  derisive 
speeches  or  the  recitation  of  lewd  verses,  which  interfere 
with  the  divine  offices  and  make  the  people  unmindful  of 
their  devotions,"  etc.  However,  decorous  and  devout 
representations  which  move  people  to  devotion  are  not 
prohibited,* 

Those  persons  who,  outside  the  church,  made  a  living 
by  playing  in  the  public  squares— the  singers  and  players 
of  instruments  (jufflares)  and  mimic  players  (remeda- 
dores)—'hzd  been  declared  infamous  by  the  Partidas  of 
Alfonso  X.,*  and  the  church  declared  them  without  civil 
rights,  a  stigma  under  which  all  public  players  rested  in 
France  until  1642,*  while  their  ecclesiastical  rehabilita- 

'"Quia  (luaedam  tarn  in  metropolitanis  quam  io  catbedralibus  et  aliii 
rcclesiU  nostrae  provinciae  conauctudo  inolevit  el  videlicet  in  feati*  Natiyi- 
titii  Domini  noiCri  Jesu  Christi,  et  lanctorum  Stephaai,  loannis  ^t  loDO- 
ceatium  aliisque  certi*  diebus  festivis,  etiam  in  lotcmnicatibui  mistinin 
novarum  (duni  divina  aguntur)  ludi  ibeatraks,  larvae,  rnonMra,  spec- 
tacula,  nee  dod  quara  plurima  inhonesta  et  diversa  figmeata  in  ecctetiis 
incroducuntur,  tumulmatioDea  quoque  et  turpia  carmina  et  deriiorii  Kt- 
tnonei  dicuntur,  adeo  quod  divinum  oiBciuni  ImptdiuDt  et  populum  reddunt 
indevotum:  no9  banc  corruptelam  lacro  approbante  conttlto,  revocaocc* 
hujusmodi  larvai,  ludos,  monstra,  ipectacula,  figmenEa,  tumultuatiooe* 
fieri,  carmina  quaque  turpia  et  sennonei  illicitoa  did,  tam  ia  tnetropoli- 
tanis  quam  cathedralibus  cctemque  noitrae  proviDciae  eixlesiis  duni 
divina  celebrantur  praesentium  terie  omnino  prohibemus:  statyestrt 
uihilaminua^  ut  cleriei,  qui  praemiMa  ludibria  tt  inhonesta  figmeoia 
oificiia  divtais  immiscuerint  aut  immisceri  prrmiaerint,  »e  in  praefldi 
metropotitanis  leu  cathedralibus  eccteaiia  beneliciati  exititeriDi,  ex  ipw 
per  mensem  ponitionibui  auis  mulctemur:  ai  vero  in  parochialibua  fuenoc 
beneflciati  triginca  el  ti  non  fuerint  quindccim  regalium  poenam  iticurnac 
fabricis  ecclealarum  et  tertio  cynodali  acqualiter  applicandam.  Per  hoc 
tamen  honeatas  repreaentationea  et  devota  quae  populum  ad  devotiooeffi 
movent,  tam  In  praefatta  diebua.  quam  in  aliis  non  intendimu*  prohibett." 
(Quoted  by  Schack,  Gtstkiehte  dir  dramaUsthtn  Lit.  u.  Kuiut  tn  S^Mmn, 
Vol.  I,  p.  13d.) 

'  "Otroai  [son  infamados]  Eoa  que  aon  juglarei  e  los  remedadorc*  t  Iw 
facedores  de  loa  zaharrones  que  pubticamente  andan  por  el  pueblo  6  can- 
tan  6  facet!  juegos  por  preno,  esto  ea  porque  se  envilecen  ante  otrot  pot 
aqurl  prccio  que  lea  dan.  Mas  los  que  taneren  estrumentos  6  cmotasen  pot 
facer  aotaz  i  aS  meamoa,  6  por  facer  placer  i  bus  amlgos  6  dar  solai  i  Is* 
reye*  6  i  lo»  otros  sefiorei,  non  nerlan  par  ende  enfamadot,"  (Parti J*  VH 
tit.  vi,  leg.  4.] 

'"Die  Kirche  erlclart  Jhn    (den  Jongleur)    fur   infun,   fur   ehi-  voi 
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^HE  ACTOR'S  PROFESSION 

tion  was  only  effected  by  the  great  Revolution,  and  In 
Spain  to  this  day  an  actor  who  dies  in  his  profession  can- 
not be  buried  in  soil  consecrated  by  the  church. 

Speaking  of  the  actor*s  profession  In  England,  Collier 
says:  "It  was  a  profession  in  bad  repute  before  Elizabeth 
came  to  the  throne,  and  long  afterward;  and  poverty, 
peculiar  circumstances  of  position,  or  a  strong  passion  for 
theatrical  performances,  could  alone  have  induced  an  in> 
dividual  to  attach  himself  to  It."*  In  1572  a  statute  was 
enacted  in  England  declaring  that  common  players  in  in- 
terludes, etc.,  not  belonging  to  a  baron  or  higher  per- 
sonage, or  not  having  a  license  from  two  justices  of 
the  peace,  should  be  dealt  with  as  rogues  and  vaga- 
bonds.* 

The  church,  as  Cotarelo  says,  "put  an  end  to  pagan 
•pcctaclcs;  but  the  church  itself,  in  the  obscurity  of  the 
Middle  Ages,  gave  origin  and  birth  to  the  modern  drama. 
At  first  forming  part  of  the  liturgy,  in  alternating  chants, 
dialogues,  and  choruses,  with  some  sort  of  scenic  appara- 
tus; then  amplifying  and  complicating  these  true  repre- 

ntations  with  events  in  the  life  of  Jesus  Christ,  of  his 
saints,  or  of  the  heroes  of  the  Old  Testament,  and  after- 
ward by  permitting,  within  or  without  the  churches,  these 
embryonic  dramas  to  be  enacted  in  the  vulgar  tongue, 
ith  great  apparatus,  and  with  music,  songs,  and  other 
popular  pastimes,  the  church  greatly  facilitated  their 
growth.    And  when,  on  account  of  the  abuses  which  this 


rvchtloi,  und  unrer  dcm  Einflusse  dcs  Icananiichen  Rcchct  spricht  ihm  auch 
dsj  buffCfrtfche  Geiccz  die  Handlungi^fahiglccic  ab.  Dkse  Infimkrung 
ksi  in  FrAnkreich  die  jahrhunderte  iiberdauert:  jtae  Schautpteler,  vrclche 
in  t6j7  CotRtillei  Cid  kretrten,  warm  noch  burgcrlich  und  kirchlicb 
ekrioiL  Erit  1641  hob  cine  koDigJichc  Verfijgung  die  bijrgerlicbe  Infa- 
■HwruDg  auf.  Die  kirchiictic  Rehabilttierung  hat  drm  franzouKhen 
8ebll9pitJ<r  rrtl  die  groizc  Revolution  gebrachi.  Brit  aie  hat  dietein 
BBBMadjibrigcn  Zweikampf  zwischen  ICirche  und  Spielmann  eio  Ende 
£|iw»rht  "    (Moirf^  Aitj  Difhtung  it,  Sfrecht  dtr  Romanen,  p,  ijj.) 

*  Mtmoiti  0/  ih*  Prindfat  Aitort  in  the  Playj  of  Skakupear,  Loodoo, 
Sbakapeare  Soc.,  1*46,  p,  j. 

•  F1«A)r,  A  Ckrtnictt  tihtorf  9/  thf  Landoit  Stage,  London,  ligOi  p.  44. 
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tolerance  necessarily  produced,  It  closed  its  doors  to  ever^— 
profane  element,  we  see  the  modern  theater  created."*   HI 

While  the  church,  "ever  vigilant  for  the  decorum  of  its 
ceremonies/'  as  the  same  writer  says,  *'tricd  to  extirpate 
every  kind  of  excess  and  evil  practice,"  we  know  that  its 
success  was  only  partial.  Moreover,  at  the  beginning  of 
the  sixteenth  century  this  vigilance  of  the  church,  at  its 
fountain-head  at  all  events,  had  very  much  relaxed,  so  far 
as  dramatic  representations  are  concerned.  Alexander 
VI.  and  his  court  were  certainly  not  inclined  to  guard  the 
stage  or  protect  It  from  abuse  because  of  any  moral  or 
religious  scruples  they  may  have  had.  It  is  ques- 
tionable, indeed,  whether  the  stage  had  ever  sunk  to  2 
lower  depth  than  it  did  under  their  august  patronage.' 

Nevertheless,  the  actor  remained  under  the  ban  of  th 
church,  and  this  lasted  in  some  countries,  as  we  have  seen, 
until  late  in  the  eighteenth  century ;  the  great  Moltere  was 
denied  the  rights  of  sepulture  by  the  Catholic  Church  and 
was  buried  at  night,  like  a  criminal. 


™ 


'  ContrSvtrtiat,  etc^  p.  9. 

'At  the  court  of  Alexander  VL,  besides  the  eomnttdit,  other  ■pect^etl 
were  prepared  for  the  delectation  of  these  noble  personages,  m 
ipettacolo  de'  cavalli  e  cavalle  in  amore,  goduto  dal  Paps  e  da  Madoa 
Lucrezia  mm  magnu  riiu  et  delfctatione,  da  una  finestra  del  palaf 
(D'Ancona,  Orisini  del  Teetro  Italisno,  Vol.  11,  p.  71,  note),  aod 
"ballo  delle  meretrici,"  etc.  And  we  mention  only  in  passing  the  come 
La  CalanJra,  by  Cacdtoai  Bibbiena— performed  before  lua  lanta  at  lUa 
in  I jt4. —  in  order  to  record  a  matter  which  concerns  us  much  more  nearlf- 
Cardinais  and  pontifical  secretaries  were  not  asharncd  to  travel  in  the 
compaDy  of  prostitutes  and  to  entertain  theni  at  their  tables.  On  t)u 
evening  of  August  10,  ijij,  the  Marquis  Federico  Gonzaga,  being  wir 
twelve  years  old,  supped  at  the  house  ai  the  Cardinal  of  Manitia,  his 
uncle,  with  the  Cardinal  d'Aragona,  Cardinal  Sauli,  Cardinal  ComartH 
tevcral  bishops  and  noblemen,  and  the  courtcs&n  Albiba ;  on  the  precediaS 
Thursday  he  had  been  at  the  house  of  the  Cardinal  of  Arborea,  whttt 
there  was  recited,  in  Spanish,  a  comedia  of  Juan  de  la  Enaina,  and  wbtre 
were  gathered  together  piu  putant  tpagnoh  fhe  ^mini  italiani,  ^Gr^ft 
Atiraierso  il  Cinquecenio,  Roma,  iSSS,  p.  zis-  See  also  D'AoccM, 
Origim,  Vol.  II,  p.  8a.)  The  play  by  Enzina  was  probably  Plsadt  J 
Vietenano,  which,  according  to  Moratin,  was  printed  in  Rome  in  1  tit- 
It  is  evident  that  the  "vigilance,"  at  this  time,  tnust  have  originated  elK- 
whcie  than  at  Rome. 


THE  BAN  ON  ACTORS 

In  Spain,  as  late  as  1789,  two  members  of  the  theatri- 
cal profession,  Cristobal  Garrigo  and  Antonia  Lopez 
Antoltn,  were  refused  the  "sacrament  of  marriage"  by  the 
church,  because  they  were  actors,  *'thcir  profession  of 
acting  making  them  unworthy  of  the  sacraments,  they 
being  ipso  facto  infamous  and  public  sinners";*  and  in  the 
following  year  communion  (la  comunion  pascal)  was  re- 
fused to  the  actor  (primer  galan)  Antonio  Cabanas  and 
to  his  son.  In  Spain,  to  this  day,  as  already  remarked, 
an  actor  who  dies  in  his  profession  cannot  be  buried  in 
soil  consecrated  by  the  church,  because,  as  Sr.  Cotarclo 
says,  "ecclesiastical  sepulture  is  due  only  to  those  who  die 
in  the  communion  of  the  church,  and  because  the  rituals, 
not  excluding  the  Roman,  prohibit  it  to  public  sinners, 
which  actors  are."^ 

It  is  doubtful,  however,  whether,  except  in  rare  cases, 
the  sacraments  of  the  Catholic  Church  were  refused  to  a 
player.  In  1590  Fray  Manuel  Rodriguez,  in  his  Obras 
morales  en  Romance,  says:  "The  priests  are  obliged  to 
deny  communion  to  actors,  as  they  are  defined  in  the 
Council  of  Basic,  because  they  are  public  sinners.  And 
observe  that  we  do  not  speak  here  of  the  actors  of  farces 
and  comedias,  because  they  are  not  public  sinners,  but  we 
speak  of  such  players  who  publicly  teach  others  to  do  evil 
things,  such  as  those  who  do  publicly  things  that  pertain 
to  the  magic  arts,  tumblers,"  etc' 

This  is  substantially  repeated  by  Fr.  Alonso  dc  Vega  in 

"*E1  cura,  entendlendo  que  erao  de  oficio  c^mico,  le  neg^  i  conferirles 
rl  tacriroenio  del  matrimoiiio,  repreaentando  al  ««nor  gobcmador  del 
obwpado  que  tu  ejereicio  de  repfe*eotantei  lot  hacia  indi^^oi  de  los  sacra- 
mmUvt,  tieodo  por  ^1  infanie*  y  pecadore*  publico*."  (Cotarelo  y  Mori, 
C»mtr»vtriitn,  ctc^  p,  400.) 

'"Ijm  eimicas  que  mueren  en  el  oficio  no  pueden  «er  enterrados  ea 
Mfrado,  porque  la  aepultura  eclesiastica  tdlo  ae  debe  A  lot  que  inucren  en 
la  cniDUBion  de  la  Igleiia,  y  porque  los  rittialei,  tin  excluir  el  rotnaoe,  la 
ptebilwB  i  lot  pectdorei  publico*,  cualei  ton  tos  c6niicoi.  Ni  vale  alegar 
la  poatumbre  coniraria,  porque  como  dice  Inocenic  III.:  Ctmueludo,  guM* 
frnmeifieit  oviat  inttiimt,  nuiVtus  debet  tit*  mQmtmti"     (Cpntrovtrtiiu, 
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1609,  who  says:  "Priests  are  obliged  to  deny  communion 
to  actors  who  teach  others  publicly  to  do  evil  things,  etc.; 
.  .  .  but  players  do  not  sin  in  practising  their  profession, 
for  it  is  not  unlawful  in  itself."^  Indeed,  in  1598,  D. 
Pedro  Vaca  de  Castro,  Archbishop  of  Granada  and  Se- 
ville, who  had  opposed  the  representation  of  comedias  as 
"a  fountain  of  great  evil,"  inquired  very  particularly  con- 
cerning players  as  to  whether  "they  fulfil  the  precepts  of 
the  church,  especially  those  of  confession  and  holy  com- 
munion."" And  in  1614  it  was  the  opinion  of  Francisco 
Ortiz,  who  wrote  an  apologia  en  defensa  de  las  Come- 
dias que  se  representan  en  Espana,  that  the  sacraments 
should  be  given  to  actors,  because  the  prohibitory  canons 
refer  only  to  the  Roman  mimes,  not  to  modern  autos.^ 

None  of  these  prohibitions  of  the  church  was  observed 
in  the  sixteenth  and  seventeenth  centuries,  so  far  as  we 
can  judge  by  such  records  of  the  marriages  and  deaths  of 
players  as  have  come  down  to  us.  In  1596,  for  example, 
Ana  Ortiz  requests  that  she  be  buried  in  the  parish  of 
Santa  Cruz,  in  the  tomb  of  her  husband,  Pedro  Paez  de 
Sotomayor  (an  auior  de  comedias) ,  "who  is  buried  near 
the  altar  of  San  Cosme  and  San  Damian."*  And  on  the 
death  of  Pedro  Llorente,  an  autor  de  comedias,  on  Janu- 
ary 30,  1 621,  we  read:  "He  received  the  holy  sacraments 
at  the  hands  of  the  licentiate  Corralan,  and  requested  in 
his  will  that  twelve  masses  for  his  soul  {misas  de  alma) 
and  three  hundred  ordinary  ones  be  said.'**^  In  like  man- 
ner Cristobal  Ortiz  de  Vlllazan,  an  aulor  de  comedias,  on 
his  death,  on  July  i,  1626,  received  the  holy  sacraments, 
and  Jeronlma  de  Burgos,  who  died  on  March  27,  1641, 
and  whose  life  had  been  far  from  exemplary,  received  the 
holy  sacraments  and  was  buried  by  the  Brotherhood  oi 
Our  Lady  of  the  Novena.* 

*  Cojitraveriiat,  efc^  p,  584.  *  Ittd.,  p.  578.  '  ibiJ.,  p.  4''' 
*PiTtz  Pastor,  Nuevot  Datot,  p,  44.         *  Ibid.,  p.  360. 

*  Ibid.,  p.  337.    The  only  exception  that  I  hmve  found  it  the  foll«wiofr 
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THE  CHURCH  AND  THE  STAGE 

During  the  long  conflict  in  Spain  between  the  theater 
and  the  church,  besides  the  many  opponents  of  the  theater 
— who,  almost  without  exception,  flayed  the  actors  with- 
out mercy— there  were  also  a  few  clerical  defenders  of 
the  histrionic  art.  These  controversies  have  been  col* 
lectcd  with  great  diligence  by  Sr.  Cotarelo  y  Mori,  in  the 
large  volume  from  which  we  have  frequently  quoted,  and 
while  many  are  mere  diatribes  against  the  comedia  and 
the  players,  not  infrequently,  as  it  seems,  by  men  who  had 
never  seen  a  comedia  performed— to  judge  by  the  general 
terms  in  which  their  arguments  are  framed-others  con- 
tain  observations  which  are  not  without  interest  in  our 
present  purpose.  One  of  the  earliest  defenders  of  the 
stage  was  Diego  de  Cabranes,  in  his  Armadura  espiritual, 
the  privilege  of  which  is  dated  1525.  His  opinion  is  that 
fineries  (atavios)  for  the  representation  of  farces  for 
recreation  only  are  not  unlawful.  His  work  is  of  im- 
portance as  a  proof  of  the  early  date  at  which  farces  were 
acted  in  public. 

In  1559  Fray  Francisco  dc  Alcoccr,  in  his  Tratado  del 
Juego,  says:  "The  representation  of  farces  and  inven- 
tions is  another  kind  of  play  which,  when  they  are  stones 
from  the  sacred  scriptures  {sagrada  escritura)^  or  con- 
cerning other  devout  things,  and  are  performed  by  persons 
who  represent  them  with  the  grace  which  such  matters 
require,  ts  a  good  and  honest  pastime  and  conducive  to 
devotion.  And  one  should  always  take  care  that  the  per- 
sons who  represent  the  plays  should  likewise  understand 
what  they  are  representing,  and  that  they  should  be  so 
skilful  in  what  they  do  and  should  know  so  well  what  they 


iiut  it  happ«Qi  to  be  the  case  of  a  famoui  autor  de  camtdiai:  "29  Marzo 
ifio.  Partida  dc  defnncion  de  Nicolas  de  to«  Rioa.  —  En  Madrid,  en  vei.DCe 
y  Ruevc  de  Marzo  de  1610  aiioi  muriii  dc  aplopegis  (jiV)  en  la  calle  de 
taa  gnertat,  Nictilat  de  lot  Rioii,  autor  de  comcdias,  casada  con  la^  de 
Lara.  No  rrctbtd  el  viitico  ni  textd^  enierrote  9u  muxrr  en  San  Sehaifian 
ttt  orden  de  quarenra  retlei."  (Archivo  parroquial  dt  San  Sebattiao. 
FifFx  Pattor,  Nuevot  Dalai,  p.  tt8,} 
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say  that  the  people  present  be  edified  and  moved  to  devo- 
tion. This  is  often  lacking,  and  the  actors  are  sometimes 
so  vulgar  and  act  so  badly  that  it  rather  provokes  to 
laughter,  although  they  should  not  be  condemned  on  this 
account,  provided  their  intention  be  good.  Other  histor- 
ical farces  there  are,  and  also  those  invented  by  their 
authors,  which,  provided  there  be  nothing  unseemly  (des- 
honesto)  in  them  which  is  provocative  of  sin,  are  not  to 
be  condemned,  while  those  farces  which  are  lewd  and  im- 
moral should  not  be  represented,"'  This,  it  will  be  re- 
membered, was  In  the  period  of  Lope  de  Rueda. 

On  the  other  hand,  the  opponents  of  the  comedia 
among  theological  writers  are  legion.  One  of  the  most 
important  as  well  as  one  of  the  earliest  is  Fr.  Juan 
de  Pineda,  the  editor  of  the  famous  Pastj  honroso  defen- 
dido  par  Suero  de  Quinones.  His  Dialogoi  de  la  Agri- 
cultura  were  written  in  1581,  just  prior  to. the  time  of 
Lope  de  Vega's  first  attempts  at  writing  for  the  public 
stage.  He  says :  "Turning  now  to  our  own  actors,  inciters 
to  evil  lives,  I  should  like  to  know  what  law  of  reason  can 
give  consent  to  them  or  what  king  should  permit  them, 
and  especially  those  foreigners  [the  Italians]  who  carrjr 
away  many  thousands  of  ducats  from  Spain  every  year." 
That  these  actors  employed  their  mother  tongue,  we  learn 
from  one  of  the  interlocutors  in  the  dialogue,  who  says 
that  he  went  several  times  to  the  comedia,  "especially  to 
that  of  the  Italians,  who  better  understood  the  expression 
of  the  emotions,"  and  that  he  took  his  wife  with  him,  "she 
being  a  person  of  almost  as  good  sense  as  I  am,  and  who 
even  understands  Italian."  "What  could  married  men 
say,  who  take  or  send  their  wives  and  daughters  to  such 
spectacles,  even  if  they  should  not  return  home  at 
night?"* 

Pedro  de  Ribadeneira,  a  Jesuit  priest,  in  his  Trataio 

'  Cotarelo  y  Mori,  Ci>ntrovtrsi»t,  p.  sj, 

'  CoittrovfTtiaj,  p.  50s . 
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de  la  Trihulacion  {1589),  is  most  bitter  \n  his  denuncia- 
tion of  actresses.  "The  low  women  (mu^ercillas)  who 
ordinarily  act  are  beautiful,  lewd,  and  have  bartered  their 
virtue,  and  with  gestures  and  movements  of  the  whole 
body,  and  with  voices  bland  and  suave,  with  beautiful  cos- 
tumes, like  the  sirens  they  charm  and  transform  men  into 
beasts  and  lure  them  the  more  easily  to  destruction,  as 
they  themselves  are  more  wicked  and  lost  to  every  sense 
of  virtue."^ 

And  not  only  theologians  opposed  the  comedia,  but  no 
less  a  person  than  Lupercio  Leonardo  de  Argensola,  who 
had  himself  written  three  tragedies,  La  habela,  La  Alex^ 
andra  (so  much  praised  by  Cervantes),  and  La  Filh, 
which  is  now  lost.  Why  Argensola  should  oppose  the 
comedia,  it  is  not  easy  to  say.  Perhaps  he  was  piqued  at 
the  failure  of  his  tragedies,  which  are  very  mediocre  and 
extremely  sanguinary  productions,  to  judge  by  the  two 
which  have  survived.  At  all  events,  Lupercio's  brother, 
Bartolome,  who  was  a  priest  as  well  as  poet,  never  ex- 
pressed any  opposition  to  the  stage  of  his  day.  In  1598 
Lupercio  addressed  a  memorial  to  Philip  IL  in  which  he 
vehemently  protested  against  the  comedia  as  then  acted, 
which  was  the  comedia  of  Lope  de  Vega.  Speaking  of 
actresses,  he  says:  "The  lure  which  the  devil  used  was 
their  singing,  dancing,  and  exquisite  costumes,  and  the 
various  personages  whom  they  represented  every  day, 
attiring  themselves  as  queens,  goddesses,  shepherdesses, 
and  as  men;  and  the  representation  of  the  most  pure 
Queen  of  the  Angels  has  been  profaned  by  them.  And  so 
true  is  this,  that  in  presenting  a  comedia  of  the  life  of  Our 
Lady  in  this  capital,  the  actor  who  played  the  part  of  St. 
Joseph  was  living  in  concubinage  with  the  woman  who 
represented  Our  Lady,  and  this  was  so  notorious  that 
many  were  scandalized  and  laughed  when  they  heard  the 
words  which  the  most  pure  Virgin  replied  to  the  angel's 

»/*id..  p.  jaj. 
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question:  Quomodo  fiet  utud,  etc.  And  in  this  same 
comedia,  arriving  at  the  mystery  of  the  birth  of  Our  Sa- 
viour, this  same  actor  who  played  the  part  of  Joseph  re- 
proved the  woman  in  a  low  voice  because  she  was  looking, 
as  he  thought,  at  a  man  of  whom  he  was  jealous,  calling 
her  by  a  most  vile  name  which  is  wont  to  be  applied  to 
evil  women."*  Argensola  likewise  speaks  of  the  scandal 
of  these  actors  wearing  priestly  vestments  at  the  festival 
of  Corpus,  and,  "what  is  worse  than  all,  to  sec  the  wounds 
of  Our  Saviour  painted  on  those  hands  which  a  short  time 
before  were  occupied  in  playing  cards  or  the  guitar." 

Fray  Jose  de  Jesus  Maria,  writing  in  1600,  says:  "The 
comedias  as  they  are  represented  nowadays  are  most  in- 
decent and  prejudicial  to  all  classes  of  people,  because 
they  nearly  all  treat  of  lascivious  things  or  dishonest  love- 
affairs."*  He  says  further:  "What  pleasure  or  what 
edification  can  it  give  to  the  spectator  to  see  (as  I  have 
seen  in  this  capital)  an  actor  embrace  and  kiss  publicly 
in  the  theater  the  very  wife  of  the  autor  de  comediasf'^ 
He  alludes  to  the  gross  impropriety  of  having  common 
players  perform  the  atttos  of  Corpus  Christi,  saying:  "If 
there  be  anything  in  Spain  which  offends  strangers  and 
pious  natures  at  this  festival,  it  is  to  see  vile  men  (sucios) 
and  infamous,  accustomed  all  their  lives  to  representing 
obscene  and  hideous  things  (cosas  torpei  y  feas),  repre- 
senting mysteries  so  lofty  and  ineffable;  and  that  the 
woman  who  represents  the  lewdness  (torpezas)  of 
Venus,  as  well  in  comedias  as  In  her  private  life,  should 
represent  the  purity  of  the  Sovereign  Virgin  In  an  act  $0 
divine  and  solemn."     (Ibid.) 

One  of  the  most  distinguished  among  the  opponents  of 
the  theater  was  the  historian  Padre  Juan  de  Mariana. 
He  had  denounced  it  as  early  as  1599  In  the  treatise  Df 
Rege,  and  again  in  his  De  SpectacuHs,  ten  years  later. 
In  his  work  Contra  los  Juegos  publicos,  a  translatioa 
'  CoHtroversias,  p.  67,  *  Ibid.,  p.  370,  '  IHd.,  p.  J77. 
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which,  it  is  said,  he  himself  made  of  his  De  Spectaculis^ 
with  amplifications,  he  opposes  the  theater  with  great  vehe- 
mence.' He  would  particularly  exclude  all  players  from 
taking  part  in  religious  festivals  in  the  churches  or  in  the 
public  autos  at  Corpus,  and  expresses  his  horror  at  hav- 
ing heard  the  most  gross  and  indecent  entremeses  recited 
in  churches,  and  dwells  upon  the  great  prejudice  to  re- 
ligion and  morals  that  low-lived  players  should  represent 
the  lives  of  saints,  etc.  All  actors  should  be  banished 
from  public  and  church  festivals,  from  which  also,  in  his 
opinion,  all  dances  should  be  eliminated.^ 

Again,  in  the  Didlogos  de  las  Comedias  ( 1620),  by  an 
anonymous  writer,  we  read:  "An  actress  appears  upon 
the  stage  to  represent  a  Magdalen  or  the  Mother  of 
God,  and  an  actor  to  represent  the  Saviour,  and  the  first 
thing  you  see  is  that  the  greater  part  of  the  audience 
recognizes  this  woman  as  a  prostitute  (ramera)  and  the 
man  as  a  bully.    Could  there  be  a  greater  indecency  in  the 

'  It  )•  not  cert«ia  that  Mariana  himaelf  trattslat«d  the  De  Speitaculit 
inio  SpanUh.  Cirot,  in  his  excellent  work,  Mariana,  Hiitorien,  Paris, 
190S,  nowhere  »»yt  m,  GalUrdo,  Eniayo,  Vol.  II,  Index  of  MSS.  at  the 
end,  p.  100,  mentions  the  "Tratado  De  Spectaculit,  traducido  en  caateljano 
por  il  ntttnio  (Q.  41)."    See  below,  p.  294.    Mariana  died  In  itiaj. 

'  "Pretendo  empero  que  toi  faranduleros  tt  dcben  de  todo  punto 
dcaierfar  de  lai  fieatai  del  pueblo  criatiano  y  de  loa  tcraploi.  .  .  .  Puet 
I  con  qui  cara  los  cristUno}  (araoduleroa  tomadoi  de  la  g>laza  y  de 
to*  tnctonei  |oi  mctcn  rXi  lo*  templos  para  que  por  ellos  ae  augraente  la 
Mg:rada  alegria  de  lai  fiestas?  ,  .  .  Pero  dirii  por  veotura  que  eo  lot 
tcmploa  no  tratan  de  coiai  torpes,  sine  que  repretenCan  historiai  sagradai 
lomjidai  6  dc  los  libroi  divinoi,  6  de  la»  hiatoriaa  de  log  atLnctos,  lo  cual 
pitjguiete  i  Dio«  fuese  verdad,  y  aa  antea  para  mover  al  pueblo  i  riaa 
traiasen  dc  coiai  torpisimat.  V  t*  co^a  muy  grave  tio  poder  negar  la  que 
coofrMr  ei.  grande  verguenza ;  aabemos  muchai  vecei  en  los  tcinptol 
i«iicti«iTno»,  principalmente  en  loa  entremcsci,  que  fon  i  manera  de  cord*, 
r<«itirse  aduhci'ioi,  nmofta  torpra  y  otra»  d«hone>udadc9^  de  maqers 
^am  cutlquier  bombre  faoneato  esti  obligado  k  huir  tales  especticulos  y 
ficMxa  ai  quiere  mrrar  por  el  decoro  de  lu  persona  y  por  su  vergtienxa; 
J  i  ereer^ntoi  con  todo  esto  que  las  cosas  que  huyen  los  hombrei  modestoa 
•da  agradables  i  lo*  sanctos?  Yo  antes  creeria  fjue  todot  cMos  juegos  ie 
d«(>rian  dolerrar  dc  los  tccnplo*  aanctiaimoa  como  ritiercol  y  tturla  de  la 
religion,  princtpalmentc  cuando  *e  haccn  por  publicos  faranduleroa,  porquc 
•ieisdo  au  vida  torpe,  parece  que  con  su  misma  afrents  afcaa  aotet  la 
rrltgioB  ^  -  '  y  i  tufririmos  que  una  muger  defhonesia  lepretente  i  la 
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world?  Having  finished  this  part,  the  same  actress  ap- 
pears in  an  entremei,  representing  an  innkeeper's  wife  or 
a  prostitute,  simply  by  putting  on  a  bonnet  or  tucking  up  a 
skirt,  and  then  comes  out  in  a  wicked  baile  and  dances 
and  sings  a  carrateria  which  they  call  'The  Clothes  Laun- 
dry,' in  which  all  the  unseemly  occurrences  in  a  laundry 
are  represented;  and  he  who  played  the  part  of  the  Sa- 
viour in  a  beard  takes  it  off  and  comes  out  and  sings  or 
dances  or  performs  the  baile  of  'There  goes  Molly' 
{AlU  va  Marka),  Does  this  not  show  the  greatest  in- 
decency and  mockery  of  our  faith?"*  The  same  Didlogo 
tells  us  that  "actors  are  the  filth  and  scum  of  the  world 
{la  horrura  y  hez  del  mundo),  and  very  rarely  are  good 
people  found  among  them";  that  "very  often  they  can 
neither  read  nor  write,  and  they  are  wicked  people  who 
have  an  aversion  to  work,"  etc.,  but  "by  dint  of  industry 
and  perseverance,  here  and  there  one  becomes  eminent, 
like  Cisneros,  Leoncillo,  Granados,  Morales,  Villcgas, 
Rios,  and  others-" 

The  shafts  of  Fray  Jeronimo  de  la  Cruz,  in  his  loh 
evangelko  stoyco  ilustrado  (1638),  are  directed  not  so 
much  at  the  players  as  at  the  comedias — at  their  plots  and 
subject-matter.  "In  the  comedia  is  represented,  with  the 
brilliant  colors  which  the  devil  knows  how  to  give  to  idle 
thoughts  and  a  wanton  heart,  how  the  married  woman 
may  betray  her  husband:  it  [the  comedia]  facilitates  the 
deed  and  diminishes  fidelity  with  the  example  it  sets  before 

Tirgea  Maris  6  Sonets  Cata-Iioa,  y  un  homhrc  tnfarae  m  vista  de  l« 
penonas  de  aan  Aguatin  y  lan  Aatomat  ,  .  .  creeria  yo  que  por  la  minu 
lazon  se  dcben  echar  dellos  [loi  templos}  la»  danzai,  que  coafonne  i  It 
cosmmbre  de  Eapana,  can  graa  ruido  y  rstrucndo^  moviendo  lot  piei  f 
mttaat  al  son  del  ramboril  por  honibres  enmaicaradoi  ae  haceo;  perqoe 
I  dc  qu^  otra  coia  sirven  sino  de  perturbar  i  los  que  rezao  y  oran  y  i  tM 
que  cantan  tn  coraunf"  Mariana,  Contra  toi  Jurgot  fiuiliiot,  chap,  Tii, 
pp.  423,  423  (Bibl.  de  Autom  Eipaaolfs,  Vol.  XXXI],  and  tee  ilat 
chap,  xii  of  the  same  work,  which  it  devoted  wholljr  to  the  b*fle  f  cmtin 
Itatnado  Zarabatida.  {Ihid.,  p.  4J}.)  The  latter  chapter,  Pelticer  My% 
waa  added  in  the  Spaaifth  tranalation.  {Hittrianume,  V&l.  I,  p.  izt,  ■>«&) 
'Ibid.,  p.  Hi. 
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one  of  how  others  have  done  so.  It  incites  the  maiden  to 
thoughts  which  she  knows  not,  and  to  desires  which  she 
does  not  understand.  It  furnishes  a  means  to  outwit  the 
severity  of  the  father  and  the  precaution  of  the  mother. 
It  teaches  her  to  receive  secret  letters,  to  reply  to  them, 
and  what  she  has  to  do  in  any  conjecture  to  attain  an  end: 
to  feign  in  public  and  to  lose  her  fears  in  secret;  to  make 
false  keys,  to  seek  hidden  doors  and  windows;  not  to  fear 
the  darkness  of  the  night  nor  the  dangers  of  the  house. 
To  the  young  it  teaches  liberties,  boldness,  and  insolence; 
the  plausible  excuse^  the  bland  speech,  the  deceptive 
sigh,"  etc.* 

Especially  was  the  opposition  most  bitter  to  the  repre- 
sentation of  religious  and  sacred  comedias  {comedias  a  to 
divino)  and  to  the  autos  sacramentales,  when  performed 
by  the  actors  of  the  public  theaters,  for  here  the  charac- 
ters of  saints  and  of  the  Virgin  Mary  were  frequently 
assumed  by  players  whose  lives  were  notoriously  im- 
moral.^ In  addition  to  the  instances  already  given,  many 
more  could  be  cited  from  the  work  of  Sr.  Cotarelo,  but 
enough  has  been  adduced  to  show  the  nature  and  extent 
of  the  opposition  to  plays  of  this  character. 

Amid  the  great  mass  of  controversy  upon  the  question 

'  itid.,  p.  103. 

'Se«  above,  the  excerpt  from  Marian*.  Nearly  two  hundred  year* 
later,  in  17S9,  Don  Simoa  Lopez,  speaking  of  the  comedias  de  tantoi,  tayt: 
"Wbai  matterf  it  that  the  comedia  be  on  a  lacred  subject,  if  those  who 
repreient  it  be  coniummate  roguei?  What  matters  it  if  the  life  of  the 
taint,  which  la  the  theme  of  the  c&media,  be  good,  if  in  the  very  lame 
narrition  are  mingled  a  hundred  evil  thingi;  if  there  be  inierjected 
tmimfies,  toitaJiUai,  obicene  witticiamt,  and  low  innuendoa.  to  please  the 
tute  of  the  audience  and  to  attract  them,  with  the  abject  of  gaining  more 
mootft  Becaufe  the  rascally  actors  know  very  well  that  if  all  were 
^veitt  and  Christian  the  crowds  would  soon  be  lackinfc,"  He  cites  as  an 
example  the  priest  Montalvan's  Sanfa  Maria  Egificiaca  {La  Gitatia  de 
Mrmfty.  This,  which  is  i  tantedia  de  tantoi,  he  says  Is  wholly  a  tissue 
ai  \\t%,  periuries,  blaiphemiei,  false  testimony,  jeslousies,  suspicions,  gal- 
lamrica,  aoliritatiDns,  low  puns,  vile  allusions,  and  inciting  gestures.  "In 
it  are  depicted  murder,  robbery,  and  revenge.  In  it  at  every  step  the 
Bames  «f  G«d,  Jesus,  and  Mary  are  profaned.  In  it  miractei,  prayers, 
•aacfity,   and  penitence  are  ridiculed.     In   it  wickedness  and  effrontery 
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of  the  lawfulness  of  the  comedta  which  has  been  collected 
by  Sr.  Cotarelo,  the  voices  of  the  defenders  of  the  theater 
make  but  a  feeble  outcry,  which  is  drowned  and  over- 
whelmed by  their  opponents.'  There  can  be  little  doubt 
that  the  latter  had  good  grounds  for  their  protests,  due 
not  so  much  to  the  plays  themselves  as  to  the  character 
of  the  players,  for  the  Spanish  comedia,  especially  as  it  is 
represented  by  three  of  its  greatest  writers,  Lope  de 
Vega,  Alarcon,  and  Calderon,  compares  very  favorably, 
as  regards  its  moral  tone,  with  the  contemporary  plays 
of  England,  Italy,  or  France,*  as  we  have  already  re- 
marked. 

Indeed,  it  is  almost  certain  that  the  strong  feeling 
against  the  comedta,  which  found  its  expression  tn  the 
utterances  of  the  theologians  and  the  various  decrees  of 
the  government  concerning  the  regulation  of  the  stage, 
was  mostly  due  to  the  excesses  of  the  players  themselves. 
As  a  body  they  seem  to  have  been  anything  but  rcspccta- 

■re  lauded,  and  procurers  and  go-betweens  are  introduced.  In  ir  a  public 
woman  is  deified,  giving  her  the  divine  name  of  Mary.  And  even  mare: 
in  it  an  actor  who  a  ahatt  time  bttott  took  the  part  of  ■  gay  gallant  ii 
teen  transformed  into  a  hermit  in  a  religious  habit,  imitating  all  th«  most 
■acred  ceremoDies,"  etc.  All  this,  he  lays,  was  seen  in  the  public  theater 
of  Murcia  on  August  i€,  T7S9,  performed  on  a  Sunday  by  the  cotnpaiiy  cf 
Francisco  Baus.     (Cotarelo,  Controversial,  p.  41a) 

'Among  the  later  defenders  of  the  stage  was  the  wet1>knowti  dranutin 
Francisco  Bbdccs  Candamo,  tn  an  incdited  work  formerly  in  the  possefiian 
of  Don  Pascual  dc  Gayangos,  entitled  Tealro  de  lot  Teatrot  de  ttf 
patados  y  pretentes  Sigloi:  HifSoria  ttcimca  griega,  romana  y  fasletlam. 
Sr,  Gayangos  gives  a  long  excerpt  from  this  work  in  his  Spanish  transla- 
tion of  Ticktior's  History.    Tomo  III,  pp.  +54  ff. 

^  Even  taking  the  Spanish  dramatists  of  a  lesser  order — among  frhiM^ 
works  occasionally  we  find  plays  unsurpassed  hy  the  best — it  may  be  said 
that  there  is  little,  on  the  whole,  which  calls  for  our  censure,  when  com- 
pared with  the  rest  of  (he  drama  of  the  time.  Nowhere,  for  example,  » 
far  as  my  reading  goes,  do  we  meet  with  the  brutality  and  utter  lack  li 
a  sense  of  decency  that  is  only  too  often  exhibited  in  the  Etizabethan 
drama.  Its  re1ati%'ely  high  moral  plane  is,  indeed,  one  of  the  disiiaguisb- 
ing  marks  of  the  Spanish  national  drama.  Only  one  offender  need  b* 
tiained  here,  and  he,  unfortunately,  one  of  the  greatest  dramatists  of  theoi 
all,  and  a  priest,  besides,  like  many  of  hi*  fellow-playwrights:  Tirio  de 
Molina.  He  seems  to  have  been  constitutionally  incapacitated  from  allflW- 
ing  a  play  to  leave  his  hands  without  a  slight  imudge,  at  all  cTciutt.    U 
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ble,  being  mostly  from  the  lower  walks  of  life,  though 
there  were  not  a  few  exceptions,  as  we  have  seen.  In  the 
vast  amny  of  players  which  Spain  produced  in  little  more 
than  half  a  century— nearly  two  thousand  names  are 
known  to  us— many  became  famous.  A  number  arc 
highly  praised  by  Lope  de  Vega,  among  them  Alonso  de 
Cisneros,  Agustin  Solano,  Mekhor  de  Villalba,  Nicolas 
dc  tos  Rios,  Antonio  de  Villegas,  Luis  de  Vergara,  Baka- 
sar  Pincdo,  Juan  de  Morales  Medrano,  Sanchez  dc  Var- 
gas, Alonso  de  Olmedo,  and  others.  Damian  Arias  de 
Penafiel  was  universally  regarded  as  the  greatest  Spanish 
actor  of  his  time.  Of  him  Caramuel  says:  "Arias  pos- 
sesses a  clear,  pure  voice,  a  tenacious  memory,  and  viva- 
cious manner,  and  in  whatever  he  said  Jt  seemed  that 
the  Graces  were  revealed  in  every  movement  of  his 
tongue  and  Apollo  in  every  gesture.  The  most  famous 
orators  came  to  hear  him  in  order  to  acquire  perfection 
of  diction  and  gesture.  At  Madrid  one  day  Arias  came 
upon  the  stage  reading  a  letter;  for  a  long  time  he  held 
the  audience  in  suspense;  he  was  filled  with  emotion  at 
every  line,  and  finally,  aroused  with  fury,  he  tore  the  let- 
ter to  shreds  and  began  to  declaim  his  lines  with  great 
vehemence,  and  though  he  was  praised  by  all,  he  won 
greater  admiration  on  that  day  by  his  action  than  by  his 
speech." ' 

ftet,  on  Kccoum  of  "the  evit  example  and  tendency  of  hia  profane  come- 
diaSt"  the  Junta  dt  Reformacion,  Ja  1615,  urged  bis  banishment  to  one  of 
the  most  remote  monaiteries  of  hit  order  and  that  h«  be  excommunicated 
/«/«'  irntenUuf,  "lo  that  he  may  write  no  more  comediaa  or  profane  verses." 
Acuerdo  de  la  Junta  de  Reformacton:  "Tratdse  del  escandalo  que  cauaa 
un  frailt  mtrcenario  guf  ft  llama  M"  Tellrt  par  etro  nomhrt  Tirto,  con 
cacnediai  que  liace  profanaa  y  de  malo)  incentivos  y  cxemplos  y  por  ser 
caao  iMMorio  *e  acordo  que  le  conaulte  a  Su  Mageiiad  maode  que  t\  P* 
oottfeaor  di^  al  Nuitcio  (e  eche  de  aqui  a  uoo  de  lot  Monatterioi  tnaa 
rtmolM  de  *u  Religion  y  te  imponga  excomunloti  latx  lententie  para  qua 
DO  haga  comediai  ni  oiro  ningun  genero  de  versos  profanot  y  que  esto  sea, 
luegD."     (P^resi  Pastor,  Bull.  Hiip.  (1908),  p.  ajo.) 

''Arias  babct  vocem  claram  et  puram,  memoriam  firniam  ct  actionem 
Tivsrem,  ci  qutdquid  ipse  diceret  in  singulis  linguae  motibus  Charitet  et 
!■  magulia  manotini  videbatur   habere   Apollinea.     Ad  eum  aiidieoduin 
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Of  comic  actors,  Cosme  Perez,  called  Juan  Rana,  was 
without  a  peer  in  his  day.  Among  the  celebrated  ac- 
tresses who  were  deceased  in  1615,  Suarez  de  Figueroa' 
mentions  Ana  de  Velasco^  Mariana  Paez,  Mariana  Ortiz, 
Mariana  Vaca,  and  Jeronima  de  Salz^edo.  Of  those  living 
at  that  date  he  mentions  Juana  de  ViUalba,  Mariflorcs, 
Michaela  de  Luxan  [the  amtga  of  Lope  de  Vega],  Ana 
Munoz,  Jusepa  Vaca,  Jeronima  de  Burgos,  Polonia  Perez, 
Maria  delos  Angeles,  and  Maria  de  Morales.  Of  these  ac- 
tresses perhaps  the  widest  celebrity  was  gained  by  Jusepa 
Vaca,  wife  of  Juan  de  Morales  Medrano.  She  was  much 
favored  by  Lope  de  Vega,  who  wrote  for  her— "la  ga- 
Uarda  Jusepa  Vaca,"  as  he  calls  her— the  comedia  Las 
Almenas  de  Toro.  Michaela  de  Luxan  was  the  mother 
of  four  of  Lope's  children:  Mariana  and  Angelilla,  of 
whom  we  know  nothing,  Marcela,  who  became  a  nua, 
and  the  son  Lope  Felix.^  Jeronima  de  Burgos,  wife  of 
the  actor  Pedro  de  Valdes,  also  enjoyed  the  friendship  of 
the  great  dramatist  for  years,  and  for  her  he  wrote  the 
comedia  La  Dama  hoha  in  1 613,  though  when  he  fell  out 
with  her  he  was  unkind  enough  to  accuse  her  of  having 
once  sold  hot  rolls  in  Valladolid.  Of  Maria  de  los  Ange* 
les,  wife  of  Jeronimo  Sanchez.,  actor.  Lope,  in  a  letter 
written  in  May,  1614,  in  a  fit  of  ill  will,  says  that  she  was 
brought  up  in  the  Rastro  of  Toledo,  among  the  tripe- 
venders  {mondongueras) .  Several  other  actresses  ac- 
quired great  renown  at  a  somewhat  later  date,  among 
them  Maria  de  Cordoba  y  de  la  Vega  {Amatilts)  ,*  Mt- 

conAuebant  excel Eentissimi  coacionatores,  ut  dictionis  rt  actioniA  pcrffc- 
tionem  addiaccrent.  Matriti  Bemel  Arias  aibi  Icgcns  cpistulam  in  thc- 
atrum  iagres^us,  longo  tempore  habuit  Auduores  suspcnaof,  ad  •<■>* 
gulai  lineas  percetlebatur,  et  demum  furore  perciiua  iaceravit  epbnilan 
ec  incepic  cxclamare  vehemeniisaima  carRiiaa.  Et  lametsi  laudarcrur  ab 
omnibus,  majorem  ilia  die  agendo  quam  loquendo  admirationcm  estoriil.'' 
{Rhythmica,  editio  altera,  Campaniaei  i66g,  p.  706,  quoted  b>^  Schadt 
Nacktfdge,  p.  64,} 

'  Plaxa  Uiii'trrai,  ed.  of  1630,  p.  336. 

'  See  my  Lift  of  Lope  dt  Ftga,  paifim, 

'Caramuel  lays  of  her:  "Sub  idem  tempus  [1624^  Amaryllis  (sic  eii> 
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ria  Calderon  (La  Calderona) ,  the  favorite  of  Philip  the 
Fourth,  and  mother  of  his  son,  Don  John  of  Austria,  and 
Maria  de  Riquelme,  who  shines  with  especial  splendor  in 
this  fragile  company,  as  a  woman  of  unblemished  reputa- 
tion and  an  actress  of  singular  gifts  and  attainments.^  "She 
possessed  great  beauty  and  was  of  so  lively  an  imagina- 
tion that,  to  the  astonishment  of  aU,  she  could  entirely 
change  the  color  of  her  countenance  while  speaking.  At 
the  narration  of  some  happy  incident  her  face  was  suf- 
fused with  a  rosy  tint,  but  if  an  unfortunate  circum- 
stance intervened,  she  suddenly  became  deathly  pale ;  and 
in  this  she  was  alone  and  inimitable."^ 

These  and  some  others  "enjoyed,  no  doubt,"  as  Tick- 
nor  says,  "that  ephemeral,  but  brilliant,  reputation  which 
is  generally  the  best  reward  of  the  best  of  their  class; 
and  enjoyed  it  to  as  high  a  degree,  perhaps,  as  any  per- 
sons that  have  appeared  on  the  stage  in  more  modern 
times."* 

While  it  is  true  that  the  comedia  was  endangered  by 
the  loose  and  vicious  lives  of  the  players,  the  temptations 
to  which  the  latter  were  subjected  were,  on  the  other 
hand,  so  great  that  their  conduct  need  cause  us  little  sur- 
prise. This  is  especially  true  after  the  accession  to  the 
throne  of  Philip  the  Fourth.  The  court  of  that  monarch 
was,  without  doubt,  one  of  the  most  dissolute  in  Europe. 
From  his  early  years  he  had  shown  an  extreme  fondness 

Tocabtnt)  inter  Comicat  Aoruh,  quae  crat  prodigiou  in  lua  arte.    £!&• 
qucbitur,  canebit,  musicia  instrumcntis  ludcbat,  tripudiabat,  et  nihil  erat, 
quod  cum  laudc  el  3p]>lau«u  non  faccrct."     (Schack,  NathtrUgt,  p.  64.) 
'See  above,  pp.  16],  164. 

*  "Paud*  pOK  annit  iheatri  adiurgebat  Riquelmae,  adolescenti.  pulchrae, 
appnbMuiva  tain  forti  praedttae,  ut  inter  loquendum  vultui  colorem  cum 
doniani  admiratione  mutaret:  nam,  si  in  theatro  fautta  et  Felicia  natra~ 
renmr,  roieo  colore  lutfuia  auicultabat ;  si  autcm  aliqua  itifautta  circuni- 
aiaiatU  intercurrerct,  illico  pallida  rcddtbatur.  Et  in  boc  erat  unica, 
qva«  atmo  valcret  imitari,"  (Caramuei,  quoted  by  Schack.)  A  comem- 
porsry  ItaltaD  actrcii,  Virginia  Aadreini  (158] -162.8),  i)  alto  said  to  hove 
}iotseii«d  tliii  power  of  changing  the  color  of  bcr  face  tt  will.  {Rail, 
/  Camiti  lutiani,  Vol.  I,  p.  147.) 

*  Miit«f/  »/  $patu$k  Littrature,  Vol.  II,  p.  519. 
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for  the  stage  and  especially  for  actresses.*  Few  could 
withstand  the  all-powerful  influences  of  this  royal  rake, 
and  his  idle  and  dissolute  courtiers  eagerly  followed  the 
example  set  by  their  master.  Only  a  woman  of  extraor- 
dinary strength  of  character  could  avoid  falling  a  vie* 
tim  to  this  horde  of  inveterate  debauches.  They  wran- 
gled and  fought  for  the  favors  of  the  frail  comediantcs. 
We  need  not  be  surprised  at  the  words  of  Madame 
d'Aulnoy,  whoj  writing  some  years  later  than  the  period 
which  chiefly  occupies  us  (but  in  which,  in  all  probability, 
matters  had  little  changed),  says:  "One  can  say  that  ac- 
tresses are  worshiped  at  this  court.  There  is  not  one  who 
is  not  the  mistress  of  some  great  lord  and  for  whom  quar- 
rels have  not  taken  place  and  men  have  not  been  killed. 
I  do  not  know  what  may  be  the  attraction  of  their  speech, 
but  in  truth  they  are  the  ugliest  carcasses  in  the  world. 
They  are  frightfully  extravagant,  and  one  would  rather 
let  a  whole  family  perish  of  hunger  than  permit  one  of 
these  beggarly  comediennes  to  lack  the  most  superfluous 
thing."  2 

'  Sepdlvedd  bat  truly  siiid :  "Don  Felipe  IV  fu^  rey,  poeta  y  salao 
tniRiorAdiainiD,  un  tanto  calavera  at  uso  At  loa  Lindas,  .  .  .  roraaneiee  «i 
lut  inclinacionei  y  novelesco  en  sus  aventurai.  A  no  haber  nacldo  rcT 
htihiera  lido  hisrridn."     (£/  Corral  de  la  Fackeea,  p,  2£t.) 

*  Rtlatian  du  Voyage  d'Espagne,  La  Haye,  1693,  Tome  III,  p.  zj.  Thii 
■totement  of  Madame  d'Aulnoy'a  ii  supported  by  the  te^timoDy  of  *■> 
■  liunymQu«  writer  of  a  much  earlier  date  (i£;2o),  who  lays:  "...  p«e» 
»in  ler  muy  viejo  he  visto  tantos  cabalieroi  y  senore?  perdidoa  por  esri* 
muKercillas  romediantM:  uno  que  te  va  con  una;  otro  que  tieva  ik  otra  i 
■ui  lugares;  uno  que  lei  da  las  galas  y  trata  coma  i.  rcina ;  otro  que  la 
pone  caia  y  estrado  y  gasta  con  el  I  a,  aunque  lo  quite  de  $u  muger  e  hijoit 
y  i\  ande  tratandose  infamemente ;  otro  que  con  publicidad  celebrd  en  Igle^ 
■)a  publlca  el  baptizo  de  uti  hijo  de  una  deltas  fanantas,  colgando  la  igleni 
y  haciendo  un  excesivo  gasto  con  musica  de  capilla  y  con  coDvite.  N4  haj 
compania  destaa  que  lleve  consigo  ccbados  de  Is  desenvoltura  muchosdeno* 
grandeii  peces  d  cuervo«  que  sc  van  tra«  U  came  muerta.  Sabemos  pw 
Ruettras  pecados  todos  tanto  destos  infortunios  que  es  una  de  las  isayom 
Infamias  de  nu»tra  naclon.  Oimos  decir  que  el  otro  sefior  sal  16  dcttcirado 
por  la  01  ra  Amarilit;  otro  por  la  otra  Marilardia  6  Maritaiuttda,  que 
It  dieron  un  faldellin  que  cosid  mit  ducados,  un  vestido  que  costd  i\tn  mil. 
una  joya  de  dismanies  rica;  y  todo  esto  gc  escribe  y  gacetea  en  erroa  retiHM 
f  ae  pierda  mucba  honra,  y  auu  *e  detscredita  la  criitiandad.*'     (Cpcs* 
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The  utter  lack  of  privacy  in  the  dressing-rooms  of  the 
theaters,  which  were  used  indiscriminately  by  both  sexes, 
could  not  fail  to  have  a  most  demoralizing  influence. 
Here  the  actresses  received  the  visits  of  nobles  and  other 
idle  and  dissolute  hangers-on,  for  whom  the  rear  entrance 
of  a  theater  has  ever  had  a  powerful  attraction.'  The 
fact  that  they  consorted  with  nobles  and  grandees  and 
received  their  protection  inspired  in  these  actresses  an 
insolence  and  effrontery  that  sorely  tried  the  respectable 
portion  of  the  community.  An  honest  woman  ventured 
with  diffidence  upon  the  public  streets,  especially  upon 
those  which  had  become  the  recognized  walks  of  these 
favored  creatures.^  Their  unseemly  conduct  contributed 
in  no  small  degree  to  the  general  demoralization  which  a 
love  of  idleness,  a  contempt  for  honest  labor,  and  an  in- 
ordinate desire  for  ostentatious  extravagance  were  rapidly 
spreading  through  all  classes  of  the  capital.  The  Avisos 
or  news-letters  of  various  writers  of  this  period  show 
only  too  plainly  the  havoc  which  idleness  and  immorality 
had  made  in  all  ranks  of  society. 

rclo,  C«ntfovertiai,  p.  315.)  Thii  tcatement  bai  an  additJooal  intcren 
from  the  fact  that  the  actresaes  here  mentioned,  Amariiit  (Maria  de 
C^rdobs  y  ta  Vega),  Maritttrdia  (or  Maria  Tsrdia,  wife  of  Cebrian 
Donu'nguej),  and  Markandado  (Maria  Candau,  wife  of  CristAbal  de 
Arcndaoo),  were  at  Chi»  tirae  at  the  height  of  their  theatrical  career*. 

"^The  lame  conditions  prevailed  in  France  aa  late  as  1639.  "En  1639 
encore,  tti  com^dient,  hotntnes  et  femmes,  n'avaient  pour  I'habitler  et  se 
d^habitter  au  theatre  qu'une  leule  chambre:  encore  y  falUit-'it  reccvnir 
les  importuns,  qu'il  eGit  et£  imprudent  d'^Onduire."     (Rlgal,  /.  c,  p.  167.) 

'Their  favorite  rciort  in  Madrid  was  the  Mentidere  de  hi  Reprt' 
inttmntti,  or  Liara^  Walk  of  the  Players— a  small  square  with  trees, 
tiiuated  in  ihe  Calle  del  Leon,  between  the  Calle  de  las  Huertai  and  the 
Calle  del  Prado,  in  the  immediate  neifchborhood  oi  which  mast  of  the 
aciori  and  actressea  lived,  and  which  they  visited  daily  to  discuss  their 
eagagetnents  and  other  matters  of  interest  to  the  theatrical  world.  "For- 
nserly  (he  Calle  del  Leon,  beginning  at  the  Calle  del  Prado  and  continuing 
Is  the  Calte  de  Franco^  and  Calle  de  Cantarranai,  was  somewhat  wider 
iJtaii  at  present  and  formed  s  small  square  surrounded  by  trees,  called  the 
MtmtiderQ  dt  hi  Reprttentanies."  (Schack,  Nachtrige,  p.  6].)  It  was 
tviilun  a  few  yards  of  the  house,  situated  in  the  Calle  de  Francos,  be- 
rween  the  Calle  del  Leon  and  the  Calle  del  Nino,  which  Lope  de  Vega 
occupied  for  a  qaarter  of  a  century   (i6td-js)   and  in  which  he  died. 
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But  while  players  were  frequently  on  terms  of  inttmaq^ 
with  the  nobility,  they  were  nevertheless  often  treated  in 
a  manner  which  showed  that  the  grandee  had  by  no  means 
lost  the  lofty  conception  he  had  always  entertained  of 
himself  as  the  representative  of  the  absoluteness  of  divine 
right.  An  instance  occurred  on  February  8,  1637.  Don 
Juan  Pacheco,  eldest  son  of  the  Marquis  of  Cerralbo, 
wanted  Tomas  Fernandez,  a  well-known  nutor  de  come- 
dias^  to  give  a  new  comedia  on  the  day  of  San  Bias,  to 
celebrate  the  recovery  from  a  quartan  fever  of  a  daughter 
of  the  Marquis  of  Cadreita,  whom  Don  Juan  at  that  time 
was  courting  {galanteaba).  As  Fernandez  refused  to  do 
this,  the  nobleman  hired  an  assassin  to  stab  him,  and  while 
this  stabbing  was  going  on,  we  are  told  that  Don  Juan 
was  walking  up  and  down  in  the  cemetery  of  San  Sebas- 
tian, awaiting  the  outcome.  "That  is  the  way  these  ras- 
cals {picaros)  ought  to  be  treated,"  he  remarked,  an 
action,  as  the  chronicler  quietly  observes,  "which  ap- 
peared wrong  to  nearly  all,  because,  besides  the  fact  that 
there  were  few  people  in  the  theaters  on  that  day,  the 

Lope's  house  wai  in  the  veiy  heart  of  tbe  players'  quarter  and  ta*y  b« 
Acen  on  the  map  of  i6;6.  It  is  doc  without  Interest  to  note  that  on  July  i!, 
1674,  the  celebrattd  actress  Mariana  Romero,  bought  from  Luis  de  Uii- 
tegui,  son-in-law  of  Lope  de  Vega,  the  house  in  the  Calle  de  Franco*  in 
which  Lope  died  in  1635-  On  a  plan  of  Madrid  published  in  iSoc^,  the 
street  is  still  called  the  Calle  de  Francos,  though  its  name  has  since  bees 
changed  to  the  Calle  de  Cervantes.  It  seems  that  in  the  latter  half  of  the 
seventeenth  century  the  Mentidtro  was  shifted  to  tbe  Calle  de  Cantxrranat. 

"Calle  de  Cantarranas 
y  Mentidero 
para  los  Comedsantes 
todo  es  lo  miamo." 
(Loa  para  fa  compania  df  Felix  Pajcual,  in  Migmtt 
dfl  Ingfttio,  Zaragosa  (no  date),  fol.  }3,  v.) 

There  was  another  MfntiJero  in  Madrid,  "Las  Gradas  de  Sao  FeUpe, 
Conuento  de  San  Austin,  que  es  el  mentidero  de  los  soldados,  de  adotiil' 
lalen  las  nueuas  primero  que  los  lucessos."  (Guevara,  Diablo  Ce;u//s. 
Tranco  III.  See  also  Mesonero  Romanos,  El  Antiguo  Madrid,  iSti. 
Vol.  I,  p.  z£i,  and  Vol.  II,  p.  44;  and  Sepulveda,  Madrid  viffo,  Madrid, 
1887,  pp.  I  and  3J5.)  Clemencin  says:  "En  ticmpos  antigUOS  U  Pucrts  de 
Guadalajara  cr>,  coino  ahora  la   del  Sol^  et  sitio  adoade  cancurria  It 
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lessees  were  interested  fn  them  [the  actors]  as  well  as  the 
General  Hospital."^ 

Nowhere  else  can  the  reader  gain  a  more  vivid  concep- 
tion of  life  in  the  Spanish  capital  during  the  golden  age  of 
the  drama  than  in  these  Avisos  and  Anales,  the  forerun- 
ners of  the  modern  newspaper.  They  reveal  an  extraor- 
dinary condition  of  moral  obliquity  among  all  classes, 
but  especially  among  the  nobility,  headed  by  the  weak, 
profligate,  and  very  pious  King— El  CatoUco  Monarca, 
Felipe  IV.,  as  he  was  called,  and  one  of  whose  proudest 
titles  was  "Defender  of  the  Faith."  It  would  have  been 
a  miracle  indeed  if  the  stage  had  been  able  to  resist  this 
general  contamination.* 

gentr  ocicwa,  y  cl  mcDtidcro  de  Madrid.     Dopuft  *e  tratltdd  d  Us  glldat 
de  San  Felipe."     {Don  Quixote,  ed,  Cltroencio,  Part  11,  chap,  xlviii,  VoU  V, 

P-  4*S) 

'  i.a  Cofte  f  Monarquia  df  Espana  fit  hi  Anss  /6j6  y  1637,  edited  by 
Am.  Rodriguez  Villa,  Madrid,  1SS6,  p,  90, 

'The  license  permiticd  in  the  public  processions  during  carnivat  seems 
atmoiE  incredible.  Set  ihid.,  pp.  107-110,  On  this  occasion,  as  usual,  (he 
frftiral  eoncluded  with  a  famata  comtdta  which  was  repretented  in  the 
talon  oi  the  King.  "And  these  fifttas  ordinarily  not  being  free  from 
unforcuDate  incidents  which  happen  on  such  occasions,  so  in  this  one  there 
wat  much  rowdyism;  many  were  beaten  and  wounded,  and  a  soldier  of 
tht  guard  was  stabbed."     (Itid.,  p.  tio.) 


CHAPTER  XIII 

The  term  eomedia  defined.  The  vana|is  kinds  of  con]cdi2s.  The 
licensing  of  comedias.  The  reprcseatadon  of  a  eomedia.  Lam^ 
Entremetes,  Jacaras,  Sainetes,  Mogigangas. 


The  term  eomedia  as  used  by  Spanish  dramatists  is  not 
the  equivalent  of  our  word  "comedy."  "Since  the  time 
of  Lope  de  Vega  every  play  in  three  acts  or  jornadas  and 
in  verse  is  called  a  eomedia.  Both  these  requisites  were 
essential  to  a  eomedia.  Of  the  conception  of  comedy  as 
we  have  received  it  from  the  ancients,  and  of  its  meaning 
as  opposed  to  tragedy,  we  must  free  ourselves  entirely. 
The  Spanish  eomedia  is  a  species  which  embraces  these 
differences  and  in  which  they  are  resolved.  Here  both 
these  elements  mutually  interpenetrate  one  another  and 
are  transfused,  I.e.,  romantic  dramas  result,  which  are 
neither  comedies  nor  tragedies,  but  combine  both:  or 
either  clement  may  predominate,  in  which  case  pieces  are 
produced  which,  according  to  our  current  conception,  are 
sometimes  comedies,  sometimes  tragedies,  but  whidi 
nevertheless  do  not  cease  to  be  comedias  in  the  Spanisll 
sense.  In  other  words,  the  eomedia  may  have  either  i 
tragic  or  comic  effect,  but  it  is  not  confined  to  either."' 

As  Morel-Fatio  has  clearly  and  briefly  defined  It:  "L> 
eomedia  designe  une  action  dramatique  quelconque,  san* 
cgard  pour  les  effcts  qu'ellc  doit  produire  dans  Tame  <lu 

*  Gttfk'tthtt  drr  drammliteken  UirrMur  and  Kuntt  iV  Sp«mtm,  Vti.  II 
p.  74..  Ricardo  d«  Turia,  in  the  *^\polog«t]«>  d«  las  Comrctia*  ntiii>»lti* 
M]r*:  Ningufta  Comtdi*  dc  qu*nt«i  »c  rcprrsentan  en  E«paa«  t<»  c«.  c* 
7*T*|pooai«]i*,  Hot  t»  tin  mtxto  formado  de  la  Comico  y  lo  Tragk<k  *^ 
H«  furtber  njr*  that  Spaaianla  wattt  theit  comrdiaa  "abivado 
Mm  4«  bayin  \  danxas  que  iD^sclan  en  ei1a»."  N»rtt  dt  fa 
et^MtU,  etc.    Valencia,  i<i6. 
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spectateur,  mais  une  action  dramatique  telle  seulement 
que  les  Espagnols  Pont  con^ue;  la  comedia  est  le  drame 
espagnol  et  n'est  que  cela."  The  same  author  says  that 
comedia  is  identical  with  our  "play"  or  the  German 
Schauspiel.  "Les  drames  les  plus  noirs  dc  Calderon  sont 
encore  des  comedtas,"  ^ 

Attempts  have  frequently  been  made  to  deiine  more 
clearly  the  various  kinds  of  comedias,  but  it  cannot  be  said, 
that,  upon  the  whole,  they  have  resulted  satisfactorily. 
The  earliest  of  these  essays  was  made  by  a  dramatist 
who  was  the  first  to  write  comedias  in  Spain  in  the  manner 
which,  as  afterward  perfected  by  Lope  de  Vega,  became 
the  comedia  par  excellence.  I  allude  to  Bartolome  de 
Torres  Naharro,  whose  volume  of  plays,  under  the  title 
Propaladia,  was  first  published  at  Naples  in  15 17-  He 
divides  comedias  into  two  classes:  Comedias  a  nolicia,  or 
such  as  treat  of  events  which  have  actually  happened,  and 
Comedias  a  fantasia,  or  such  the  action  of  which  is  the 
pare  invention  of  the  author.' 

Suarez^  de  Figueroa,  who  possessed  an  intimate  know- 
ledge of  the  theater  of  his  time,  writing  in  161 7,  distin- 
guishes two  kinds  of  comedias;  (i)  Comedias  de  cuerpo 
and  (z)  Comedias  de Ingenio  or  de  Capa  y  Espada,  The 
latter  division  he  does  not  define;  of  the  former  he  says; 
"Comedias  de  cuerpo  (if  we  except  those  about  the  kings 
of  Hungary  or  princes  of  Transylvania)  are  such  as  treat 
of  the  life  of  some  saint  and  which  employ  all  kinds  of 
machinery  and  stage  artifices  to  attract  the  rabble/'* 
These  arc  generally  called  comedias  de  santos. 

'  La  Ct^media  ttpagnaU  du  XVU*  Siide,  par  Alfred  MoT«l-F>tio,  Par!*, 

lM$,  pf>.  10;  11- 

"^Cuantci  a  Io«  g«ncrcw  d«  comcdiii:  a  mi  pirece  que  biitarian  dos 
para  en  nueiira  lengua  caitellana.  Comedia  a  noticia  y  comedia  a  fan- 
laaia.  A  n«ticia  le  entiende:  de  cdbb  nota  y  viita  ea  realidad  tie  verdadr 
come  ton  SatdaJrita  y  Tintllaria  [two  of  hia  playi}:  a  fantasia,  de  coia 
faaiaifica  o  fifiKida  que  tenga  color  de  vcrdad  aunque  no  lo  sea,  corno  aop 
Sera^nm,  Ymtnea"  etc, 

'  Et  Pdfiagere,  Madrid,  1617,  Aiivio  III,  fol.  104.    Camedias  de  cutrpo, 
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Comedias  de  Capa  y  Espada  have  been  defined  as  plays 
that  are  based  upon  events  and  occurrences  in  ordinary 
daily  life  and  in  whicK  no  higher  personages  intervene 
than  noblemen  or  gentlemen,  and  which  are  acted  in  the 
ordinary  costume  of  the  time.  They  derived  their  name 
from  this  costume,  the  cloak  and  sword,  the  dress  of  the 
higher  ranks  of  society  in  Spain;  only  the  subordinate 
characters,  the  servants  and  peasants,  were  represented  in 
the  costume  of  the  lower  classes.'  They  generally  re- 
quired little  or  no  scenery  for  their  representation. 
Schack  says,  moreover,  that  the  distinguishing  character- 
istics of  the  Comedia  de  Capa  y  Espada  are  based  entirely 
upon  external  circumstances  {duizerliche  Umstdnde)  and 
that  it  is  erroneous  to  introduce  into  the  definition  any 
inner  motive  of  the  action.  They  have  been  defined  as 
dramas  of  intrigue,  but  they  may  just  as  well,  in  certain 
instances,  be  denominated  dramas  of  character.*  It  is 
indeed  futile  to  attempt,  in  this  general  division  of  the 
comedia,  to  draw  any  sharp  dividing  line.  On  the  other 
hand,  those  comedias  the  action  of  which  is  not  laid  in 
ordinary  domestic  life,  and  in  which  kings  and  princes 
intervene,  and  which  required  a  greater  display  of  scenery 
or  costume  and  machinery,  were  called  Comedias  de  Tea- 
tro,  de  ruido,  or  de  cuerpo.  To  this  class  belonged  his- 
torical or  mythological  dramas,  those  based  upon  legends 

Figurroa  says,  are  excelleatly  suited  (o  beginners,  for,  howc-ver  wonhleu 
they  may  turn  out,  the  audience  wilt  not  dare  to  hiss  ihem,  out  of  reipett 
for  the  saint.  They  are,  moreover^  the  easiest  to  write,  tor  he  state*  thti 
he  knrw  a  tailor  In  Toledo  who  had  coitipoied  several  of  these  p1*Ji 
which  had  been  represented  fifteen  or  twenty  times.  Thi«  ntaa  coald 
neither  read  nor  write,  but  made  his  verses  on  the  street  and  would  tt- 
quest  an  apothecary,  or  any  other  shopkeeper  in  whose  shop  he  happened 
to  be,  to  write  hii  verses  down  upon  scraps  of  paper. 

'Schack,  o/>-lf/.,  Vol.  II,  p,  96, 

'The  dramatist  Francisco  Bances  Candatno,  in  an  inedited  work  llretdy 
cited(p.  a6£,  note  1),  ascribes  the  invctition  of  Comtdiat  de  Cap*  jp  Etpadt 
to  Don  Diego  [Ximenez]!  de  Enciso:  "Esce  empezo  lai  que  llanwn  de 
tapa  y  f spado:  sigui^ronle  despues  D.  Pedro  Roseie,  D.  Franciaco  At 
Rojas,  D.  Pedro  Caldcron  de  la  Barca,"  etc.  (Tickoor,  HUtary  tf  SfMii 
Literature,  tr.  by  Gayan^s,  Tome  II,  p.  55].) 
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or  the  lives  of  saints,  etc.,  in  which  the  scene  of  action  was 
laid  in  some  remote  country  or  period.  But  here  again  it 
is  useless  to  attempt  any  sharp  distinction,  which,  as  a 
matter  of  fact,  the  dramatists  themselves  never  attempted. 
Let  us  new  turn  to  the  representation  of  a  comedia. 
Before  a  theatrical  performance  could  be  given  in  any 
town  or  municipality,  a  license  had  to  be  obtained,  and 
sometimes,  before  this  was  granted,  a  gratuitous  repre- 
sentation of  the  comedia  had  to  be  given  to  the  authori- 
ties.* Moreover,  every  time  a  comedia  was  represented,  a 
special  license  was  necessary,  which  was  written  upon  the 
manuscript  used  by  the  players.  Among  the  early  rnanu^ 
scripts  of  Lope  de  Vega  containing  such  licenses  are  El 
Leal  Criado,  dated  at  Alba,  June  14,  1594,  which  con- 
tains, among  others,  a  license  to  Luis  de  Vergara  to  repre- 
sent it  in  Granada,  dated  October  30,  1595.^ 

'This  "rcprcsrntation  ip^cialc  Ft  gratuite"  was  also  frequently  exacted 
iji  Fiaoce,  a*  in  the  case  of  Roland  Guiben  and  hi*  company  before  they 
were  permitted  to  act  in  Amietii  in  i  S$9.  (Riga I,  Lf  Thiatre  FraHqaii  avant 
la  piriodf  tiajtifjut,  Paris,  1901,  p.  17.)  Likewise  the  English  coTnedian* 
who  traveled  through  Germany  in  the  Ittttcr  part  of  the  sixteenth  and  in 
the  teventeenth  century  were  frequently  obliged  to  give  a  trial  perform- 
ance  before  receiving  a  license  to  act;  to  this  performance  the  wive) 
and  children  of  the  memberB  of  the  Council  were  admitted  free.  This 
occurred,  for  insiance,  in  Frankfort  in  1551.  A  list  of  the  plays  to  be 
given  atto  had  to  be  furnished  to  the  city  authorities,  as  was  done  at  Ulm 
ID  1603  and  1609.  Plays  were  announced  by  drums  and  trumpets,  the 
cmnpany  parading  the  streets.  In  1613  the  players  went  through  Kuro- 
licrg  with  two  drums  and  four  trumpets,  stopping  in  the  squares,  though  in 
thia  year  they  were  forbidden  to  halt  in  the  Hay  Market.  In  those  cities 
■o  which,  the  public  theater  belonged  to  the  municipality,  a  lease  was 
entered  into  between  the  manager  of  the  company  and  the  civil  authorities. 
In  Regensburg  in  1613,  Spencer,  who  is  said  to  have  taken  in  500  ^tden 
n  the  first  representation,  had  to  pay  a  wrekly  rental  of  ai  florins.  That 
ihete  visits  of  the  English  players  were  profitable  is  shown  by  the  fact 
that  for  eight  representations  in  Nurnberg,  from  July  t;  to  July  31,  1628, 
tlte  receipts  were  661  florins  7  kretitzers  and  a  pfennigs,  and  the  number  of 
tpeaaiors  varied  from  2665  to  ;i5,  though  this  latter  case  was  the  ortl^ 
one  in  which  the  number  fell  below  one  thousand.  (Creizenach,  Dit 
Sthiuipitft  drr  EngUfchen  Kom'&diantfn,  Berlin  and  Stuttgart  (no  date), 
p.  zx  tt  p«tnm.)  The  fee  tor  licensing  a  play  for  performance  in  England 
at  the  ctoae  of  the  sixteenth  and  in  the  early  seventeenth  century  was  inva* 
riably  seven  shillings.    Hentlowt't  Diary,  ed.  Greg,  Vol.  11,  190S,  p.  115. 

'Tliit  play  cootatnt  another  license  dated  at  Granada,  November  4,  ifo}, 
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Representations  in  the  Madrid  theaters,  as  already  ob- 
served, began  at  two  Jn  the  afternoon  during  the  six 
months  beginning  with  October  i,  and  at  four  during  the 
remaining  six  months.  The  fee  paid  at  the  door  entitled 
the  person  to  admission  only— to  the  run  of  the  house. 
He  could  stand  in  the  patto  or  pit  with  the  mosqueteros  or 
groundlings,  as  they  were  called  in  the  Elizabethan  thea- 
ter; but  if  he  wanted  a  seat,  an  extra  sum  must  be  paid. 
Those  who  desired  seats  naturally  came  early,  especially 
if  a  new  comedia  was  to  be  given^  and  at  one  time  they 
must  have  resorted  to  the  theater  so  early  in  the  day  that 
this  matter  required  regulation  by  the  government,  and 
the  theaters  were  not  allowed  to  open  their  doors  before 
noon.* 

While  waiting  for  the  musicians  with  guitars  and  harp* 
to  appear,  the  sellers  of  fruit,  confections,  aioja  {a  kind  of 
mead),  barquillos  (a  thin  rolled  wafer),  etc.,  were  busy 
passing  around  among  the  spectators.*    The  unruly  and 

thowing  that  a  oew  liccDie  had  to  be  obtained  every  time  the  piece  wai 
pcrforoiFij-  Other  early  plays  by  Lope  containing  liceoies  are  Lsitra 
pefteguida,  dated  at  Alba,  October  12,  1594;  £/  Blaton  df  lot  Ckavn, 
dated  at  Chiochoii,  August  20,  1599;  and  Carios  V.  rn  Franeia,  Toledo. 
November  20,  1604.  These  liceniCB  are  all  printed  in  Comediaj  Etcagidti 
de  Lofe  de  Fega,  ed.  Hartzeobuich,  Vol.  IV,  pp.  atvi,  xvii  {Bihl.  dt 
Autarti  Etp,). 

'  Qucvedo,  Fida  del  gran  Tacako,  Cap.  XXII,  aayi  that  wbeD  a  d?W 
comedia  was  played,  it  was  necessary  to  send  at  tvrelve  o'clock  for  s  seat: 
"Era  inenesier  cnviar  £  tomar  lugar  i  tas  docc,  como  para  CooKdia 
nueva,"  The  nobility,  who  were  favored  by  govemnient  regutaiion  in  the 
choice  of  scats,  used  to  send  their  servants  to  secure  tbein. 

'  A  vivid  picture  of  the  inferior  of  a  Spanish  theater  at  this  time  is 
given  in  the  comedia  La  Baltaiara,  "Comedia  famosa,"  the  first  act  of 
which  was  written  by  Luis  Velcz  dc  Guevara,  the  second  by  Don  ADtonift 
Coello,  and  the  third  by  Don  Francisco  de  Roxas.  The  first  act  represeols 
the  Interior  of  the  Csrral  de  la  OHiiera  in  Valencia.  A  btli-poster  ap' 
pears,  who  pastes  up  a  placard  antiouncing  the  performance  of  "la  graa 
comedia  del  Saladino"  by  the  licentiate  Poyo,  to  be  given  by  the  corapuijr 
of  Heredia.  The  dialogue  is  tarried  on  by  spectators  in  the  theater, 
presently  the  fruit-sellers  appear  (they  are  designated  by  numbers)  ;  the 
stage  direction  is:  Lot  compantrot  repartidot  por  ei  patio,  diMrm.- 
"i.  Avellanas. 

a.  Finanes  mondados,     j.  Peroi  de  Arigao. 

4.  TurroD.     j,  Membrillos. 


LOJS 

boisterous  audience  signified  its  impatience  by  hissing, 
whistling  upon  keys,  shouting,  and  noises  of  every  con- 
ceivabk  kind.  Presently  the  musicians  could  be  heard 
templando  los  instrumentos;  the  hour  for  beginning  the 
performance  had  at  last  arrived,  and  the  musicians  ap- 
peared upon  the  stage  and  sang  a  ballad  or  seffuidilla, 
after  which  some  member  of  the  company  entered  to 
echar  la  loa,  i.e.,  "throw  out  the  loa"  or  compliment,  as  it 
was  called  in  technical  phrase.^ 

Loas  occur  in  two  forms,  either  (i)  as  monologiics, 
bearing  generally  but  a  very  imperfect  relation  to  the  fol- 
lowing play  and  frequently  no  relation  whatever,  or  (2) 
as  short,  slight  dramatic  sketches  which  may  be  prefaced 
to  any  comedia,  tike  the  loas  of  Rojas  Viliandrando  or 
Quinones  de  Benavente;  sometimes  the  loa  directs  the 
mind  of  the  auditor  to  what  is  to  follow,  as  the  loas  to 
Caldcron's  aulas,  or  much  more  rarely  it  may  be  essential 
to  the  comprehension  of  the  play  which  it  precedes,  as  in 
the  ha  to  Calderon's  Los  tres  mayores  Prodigios, 

6,  Suplicicionei,  barquilloi. 

I  7.  Agua  de  AntSi  Cavalleroi. 

I  %.  Aloja  de  tiieve  fria. 

I  ^  Datile*  de  Berberii. 

. FtftU:  Qui  confusion,  qui  loeural 

^^^L  Fiuda:    Todo  esto  hermoaura  cauta, 

^^^L^^  Que  e>  de  la  naturalcza 

^^^^^^L  La  variedad  lo  mejor. 

^^^^^H  FtffU:  Loi  rocK^os  de  la  comedia 

^^^^^^K  Vienen  ya  con  lua  gukarrai, 

^^^^^^f  Con  Karpas,  y  con  diversai 

^^^^^^  GaUt  que  el  Abrll  embidia,"  etc. 

H^F  {Comidiat  Ejtagidas,  Vol.  I,  Madrid,  xi$%.) 

The  date  of  thii  play  it  not  known.  Baltasara  de  los  Reyet,  m  T»lioie 
honot  i|  «a}  wrtrten,  wai  a  famous  actress  and'the  wife  of  Miguel  Ruiz, 
ador,  who  ia  alio  one  of  the  characters  in  the  play.  Both  were  acting  in 
the  company  of  Gaapar  de  Porre«  in  [604,  in  thai  of  Melchor  de  Leon  in 
ite7t  and  in  that  of  Pedro  de  Vatdei  in  1614.  The  play  waa  composed 
after  <he  had  retired  ffom  the  stage,  which  she  ii  said  to  have  done  at 
ttie  height  of  her  tuccci^,  to  enter  a  hermitage  dedicated  to  St,  Jnhn  the 
Baptift.  near  Cartagena.  I|  i*  probable  that  La  Baltasara  was  written 
about  i4jo,  when  the  memory  of  the  aciresi  was  itill  fresh  in  the  minds 
«f  tbraier-Koeri. 

'Caramuel  aay*:  "Modte  Prologus  Comoediis  Hiipanii  praemittitur  et 
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Originally  the  loa  was  recited  for  the  purpose  of  gain- 
ing the  good  will  and  attention  of  the  audience,  which,  we 
are  told,  could  be  done  in  four  ways  t  **{  i )  By  commending 
the  plot,  story,  poet,  or  the  auior  who  represented  the 
play.  {2)  By  censuring  or  upbraiding  the  fault-finder  or 
giving  thanks  to  the  kindly  disposed  auditors.  (3)  The 
third  manner  is  argumentative,  in  which  is  declared  the 
history  or  fable  which  is  to  be  represented,  and  this,  justly, 
is  little  used  in  Spain,  because  it  deprives  the  listener  of 
much  of  the  pleasure  of  the  comedia  to  know  beforehand 
the  outcome  of  the  story  to  be  represented.  (4)  The 
fourth  is  called  mixed;  it  is  styled  itttroito  because  it  ap- 
pears at  the  beginning,  faraute  because  it  explains  the  ar- 
gument, and  now  they  call  it  loa  because  in  it  the  comedia 
or  the  audience  or  the  festivity  during  which  it  is  given  is 
praised;  .  .  .  but  all  Is  directed  to  the  one  end:  to  gain 
the  good  will  and  attention  of  the  audience."' 


vocatur  Lsa,  quia  profundJtuc  in  Auditorum  taudes :  et  recitare  prolo^rn 
e«t  tehsr  la  loa,  quasi  ]audc«  non  tara  dicantur  quam  in  Auditorei  pro- 
fundaatvr."     {RkythmUa  (i66$),  quoted  by  Schack,  Nacktrdgr.  p.  zi,\ 

'Li  ha  o  prologo  de  [a  comedia,  que  otros  llaman  introita  o  faraute, 
a  mi  opinion  no  ei  parte  de  la  comedia,  sino  discinto  y  apartada,  y  asi  dire 
aura  la  que  del  te  puede  dezh.  A)  principto  dc  cada  comedia  *a1e  un 
personage  a  procurar  y  captar  la  benevolencia  y  atencion  del  audirorio, 
y  esto  haze  en  una  de  quarto  maneras  com«ndativamcnte,  encomebdaDdo 
la  fibula,  historia,  potta  o  autor  que  la  representa.  £l  Bcgundo  modo  ei 
relativo  tn  el  qua!  se  zaycre  y  vitupcra  cl  murmurador  0  »c  nude  graciai 
■  las  beaevolot  oyeotes.  El  tercero  niodo  t$  argvmentativo,  to  el  qual  m 
declara  la  historia  o  fabula  que  se  repreaenta,  y  esce  con  razon  en  Efpafia 
e»  poco  usado,  por  quitar  mucho  gusto  a  la  comedia,  sabicndose  antn  qi>e 
se  represente  el  tucessa  de  la  histprta,  Llatnase  el  quarto  modo  isistti  por 
particular  de  los  tres  ya  dichos,  llamaronle  introito  por  emrar  at  prindpia: 
faraute  por  dectarar  el  ari^umento,  y  aora  le  llaman  loa  por  toar  en  el  la 
Cdmcdia,  cl  auditorio  o  festividad  en  que  le  hace.  Mas  ya  le  podrenoa  uS 
llamar,  porque  han  dado  loi  poetai  en  alabat  alguna  coia  conao  el  ttleocm 
un  numero,  lo  negro,  lo  pequefio  y  otras  cosas  en  que  se  quieren  aenalary 
inoatrar  sus  ingenios,  aunque  todo  deve  ir  ordenado  al  fin  que  yo  diie. 
que  ei  captar  la  benevolencia  y  atencion  del  auditoria."  (Cijir^  de  A^»tt, 
de  iat  exceleaeiat  y  dignidad  y  toJo  h  que  al  Arte  poftseo  y  ^rrjift4.ttri* 
ferUntce.  Lot  mefodoi  y  estyloj  que  en  ittt  obrat  df<i>t  seguir  tt  p»ti*- 
Por  Luy*  AlfotMo  de  Carvallo,  Clerigo.  Medina  del  Campo,  160a.  p,  ii»- 
Schacfc,  Nachtrdge,  p.  33.)  This  >«  easeoiially  what  Aloaso  Lopfi  P«- 
ctaoo  had  laid  aoine  yeart  before,  in  his  fAiloiopfiia  .IntigitM,  Madrid, 


THE  INTRO  I  TO 

This  peculiarly  Spanish  form  of  prologue  is  a  develop- 
ment of  the  iniroito,  in  vogue  as  early  as  the  time  of 
Torres  Naharro,  whose  Propaladia  was  first  published  in 
1517.  Here,  however,  the  introito  was  merely  a  sort  of 
argument  of  the  play  that  follows.  Likewise  each  of  the 
later  pieces  of  Lope  de  Rueda,  the  CoUoquio  de  Camila, 
Colloquio  de  Timbria,  etc.,  is  prefaced  by  an  introito  or 
ar^umento,  a  brief  resume  of  the  following  play.  This  is 
also  the  case  in  his  comedias,  which  are  accompanied  by 
short  prefatory  notes,  spoken  generally  by  Lope  de  Rueda 
himself,  for  they  are  called  Introito  que  hace  el  Alitor. 
But  the  later  has,  beginning  with  those  of  Lope  de  Vega, 
rarely  have  any  connection  whatever  with  the  comedia 
which  follows.  Generally  they  are  merely  the  relation  of 
some  trivial  incident,  nearly  always  in  a  playful,  humorous 
vein,  and  conclude  with  an  appeal  to  the  good  will  and 
attention  of  the  audience.'  Lope  de  Vega  must  have 
written  a  great  many  of  these  slight  pieces,  nearly  alt  of 
which  have  disappeared.  They  are  generally  in  the  ro- 
mance or  ballad  measure,  sometimes  in  redondillas,  and 
vary  in  length  from  a  little  more  than  a  hundred  lines  to 
three  or  four  times  that  number. 

Among  the  best  known  has  are  those  written  by  Agustin 
de  Rojas  and  printed  In  his  Entertaining  Journey;  they 

'S9^  p.  413.  He  calls  the  lt,a  "prologo":  "Ay  un  prologo,  que  t%  dicho 
camcndstiuar  porquc  en  «l  a  ta  fabula,  0  el  autor  es  alabado.  V  ay  pro- 
logo  reladuo,  adondc  t\  Poeta  da  graciai  al  pueblo,  o  hab[a  contra  algun 
aduetsario.  Ay  le  lambien  argumentatiuo,  que  es  el  que  diximos  daua  luz, 
por  lo  paaiado  a  lo  porvenir.  ¥  ay  prologo  de  todos  mczclado,  que  no 
liene  iHKnbrc  y  ae  ]>adr)a  llamiir  prologo  misto," 

*Tke  6rH  volume  of  Lope  de  Vega't  Camediai,  Valladolid,  1604,  con- 
tJtoa  eleven  toat.  Some  doubt  ha«  been  ca^t  upon  the  authorship  of  these 
/»Af.  The  fact,  however,  that  they  were  printed  at  this  early  date  rather 
favoni  their  authenticity,  as  no  other  writer  of  faas  was  prominent  at  this 
liUBC,  ercepling  Rojas.  Indeed,  some  of  them,  notably  the  One  begin- 
wun%  yemet  con  lobregas  nvbtt  and  the  seventh,  Qmtn  Site  que  lai 
magrrrt,  aeem  like  Lope's  in  his  beat  vein.  There  are  also  five  toat  in  the 
spwrimiB  Part  III  (tdi)  of  Lope's  ComtJiat  and  four  in  Part  VII,  Bsrcc* 
lona,  1&17,  and  in  the  Fhitai  del  Saatujim^  SacrameatQ,  ^arago^a,  1644. 
Scebelvw. 
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embrace  both  monologues  and  small  dramatic  sketches  in 
which  a  whole  company  took  part.  It  is  hard  to  see 
wherein  these  longer  has,  performed  by  several  actors 
or  by  a  whole  company,  differed  from  the  entremeses. 
Rojas's  has  are  upon  every  conceivable  subject ;  one  is  in 
praise  of  Sevillct  the  city  in  which  the  company  was  about 
to  perform,'  while  another  extols  the  company  of  Antonio 
de  Villegas.^  The  most  famous  of  them  all  is  the  Loa  en 
Alabanza  de  la  Comedia,^  to  which  reference  has  already 
been  made.  Having  passed  in  review  the  most  distin- 
guished dramatists,  the  ha  concludes: 

Who  with  these  Is  not  acquainted  ? 

Who,  whom  fame  of  them  not  reacheth? 

Who  in  wonderment  beholds  not 

Their  rare  wit  and  sounding  phrases? 
And  allowing  that 't  is  true, 

'T  is  not  strange  that  I  should  venture 

In  their  name  now  to  entreat  you 

That,  because  of  the  great  rev'rence 
Which  to  their  rare  works  is  owing, 

While  their  plays  are  represented, 

You  may  pardon  the  shortcomings 

Of  the  players  who  perform  them.* 

And  so  nearly  all  of  them  conclude  with  a  similar  ap* 
peal.     To  give  a  conception  of  the  diversity  of  subjects 

■■£/  Viagt  entrrUnido,  Madrid,  1603,  pp.  9-30. 

'iAtJ.,  pp.  48 -5  J.         *  Ibid.,  pp.  it8-)]2. 

'"Quien  a  todcii  ho  conocc? 

quicn  a  m  fama  no  llcgaP 

quicD  DO  se  admira  de  ver 

au!  ingcnios  y  elocuenda? 
Supueata  que  esto  es  assi, 

no  e«  Riucho  que  yo  me  atreri 

a  pediroa  en  au  nambre, 

que  por  la  gran  reuerencia 
Que  se  Ics  deue  a  sui  obraa, 

■nietiCras  st  hazen  bus  comediat, 

que  lai  faltai  perdoncys 

de  loi  que  lai  represeman." 

(Ihid.t  pp.  iji,  ija.) 
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treated  by  Rojas  in  his  loas,  we  may  add  that  there  is  one 
in  praise  of  thieves;^  in  praise  of  Tuesday  ("el  soberano 
dia  Martes")  ;'  on  beautiful  teeth  ( "colmillos  y  mueles") 
and  how  to  preserve  them;^  one  extolling  the  swine 
("puerco*'),  which  is  very  witty,  and  ends: 

And  if  long  have  been  my  praises 
Of  an  animal  so  lovely, 
May  he  who  should  be  one  pardon 
Me,  and  therefore  not  feel  shameful,* 


Rojas  well  describes  the  ha  m  one  which  he  wrote  In 
praise  of  Sunday,  and  in  it  he  tells  us,  moreover,  that  even 
in  his  day  every  conceivable  subject  had  been  exhausted 
and  that  it  was  impossible  to  write  what  had  not  already 
been  written : 

So  many  and  so  varied  are  the  dramas. 
So  great,  indeed,  the  roultitudc  of  ballads. 
So  varied,  too,  the  subjects  of  the  has 
That  have  been  written  hitherto,  I  wonder 
How  one  can  WTite  what  's  not  already  written, 
Or  we  say  what  has  not  been  said  already. 
Some  make  their  farces  of  involved  inventions, 
Others  of  stories  fabulous  and  fictions, 
Loas  that  sing  the  praises  of  the  letters. 
Of  plants  and  animals  »nd  varied  colors. 
One  what  is  black,  the  other  white  extoUeth, 
Silence  this  one,  humility  that  other, 
And  many  more  which  I  fail  to  remember. 
And  't  is  a  labor  now  as  ill  requited, 
This  writing  loas,  us  in  times  now  distant 
It  by  all  men  was  held  Jn  estimation,  ere' 

'  Ibid.,  p.  6Si.  *Ihid.,  p.  j97. 

'  Ibid,,  p.  ijj.  '  Ibid.,  p.  $93. 

*  "Son  tanta*  y  tan  vsrias  las  cnmediat, 
liinia  la  muchfdiimbre  At  Tormtxti, 
y  tan  grande  el  discurso  de  lai  loas, 
que  batia  ■gorp  «e  ban  hecho,  que  me  eapanro 
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He  declares  that  has  were  written : 

In  both  the  ancient  airpcdy  and  modern 

To  gain  the  listener's  ear  and  kindly  favor,  ,  ,  • 

To  sing  the  praise  of  its  gallant  sptritSi 

And  to  exalt  its  wits  in  their  due  measure. 

Rojas  excelled  in  writing  these  slight  pieces;  his  are 
among  the  very  best  that  have  come  down  to  us,  and  it  is 
interesting  to  know  that  he  was  the  member  of  the  com- 
pany who  not  only  wrote  the  has,  but  who  also  invariably 
recited  them. 

To  about  the  same  period  or  a  little  later  belongs  the 
well-known  collection  of  has  and  entremeses  of  Luis 
Quinones  de  Benavente,  first  published  under  the  title 
J  oca  Seria,  Bur  las  Veras^  etc.,  Madrid,  1645.  ^"  these 
several  actors  always  take  part  and  sometimes  the  entire 
company  for  which  they  were  written.  A  number  of  them 
serve  as  a  kind  of  Introduction  of  the  company  to  the  audi- 
ence; the  peculiarities  of  the  actors  are  hit  off,  their  ability 
is  praised,  and  the  new  comedlas  which  the  company 
brings  are  mentioned;  like  all  these  compositions,  they  are 
written  in  a  jovial,  humorous  vein,  intended  to  put  the 
audience  in  good  spirits.^ 

que  nadie  pueda  hazer  mas  de  lo  heclto, 

n!  ntusotros  dtzir  raaa  de  lo  ditho. 

Uoos  hazes  las  faraas  de  inaranas, 

otros  de  hiitorias  fabulas,  ficcionea, 

laa  toas  de  alabantss  de  Iab  letras, 

de  plantas,  animale^,  dc  colores, 

uno  alaua  lo  negro,  otro  lo  bianco, 

este  el  ailencLO,  la  humildad  el  otfo, 

ain  otras  muchas,  de  que  no  me  acuerdo. 
Y  ea  trabajo  tan  mal  agradecido, 

csto  dc  loas,  cprno  eo  oiro  ticmpo 

fue  de  todoa  loi  hombrea  estimado,"  etc 

{El  Fiage  enlretinido,  Madrid,  1603,  pp.  569,  ST*) 
'They  Kave  been  republished  by  Don  Cayetano  Roaell,  Entr^mtttt,  Ltti 
y  Jdcaras,  rtnritai  par  el  Lhtneiada  Luis  Qumenft  de  Bfn«9^*iUf, 
Madrid,  1872,  1874,  2  vols.  Many  of  rhem  are  of  etpecial  impdftahce  li 
furniahing  interesting  informatioa  concerning  aotuc  of  the  movt  proautMOt 
players  of  the  time. 
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It  appears  that  the  loa  had  lost  much  of  its  vogue  be< 
fore  the  end  of  the  second  decade  of  the  seventeenth  cen- 
Cuiy.  Indeed,  according  to  Suarez  de  Figueroa,  has  had 
already  ceased  to  be  recited  in  1617.  He  says:  "In  the 
farces  which  are  ordinarily  .represented  they  have  already 
discontinued  that  part  called  the  loa,  and  from  the  slight 
purpose  which  it  served  and  the  fact  that  it  was  wholly 
foreign  to  the  subject-matter  of  the  play,  it  was  certainly 
an  advantage  to  suppress  it.*'"  It  is  diificult  to  reconcile 
Figucroa's  statement,  however,  with  the  known  fact  that 
has  continued  to  accompany  the  comedia,  though  not  with 
the  frequency  of  former  years,  long  after  the  date  men- 
tioned; indeed,  some  of  Quifiones  de  Benavente's  has 
were  written  twenty  years  after  this. 

These  has,  as  already  stated,  from  being  simple  recitals 
by  a  single  member  of  the  company,  gradually  became 
short,  humorous  pieces  which  did  not  differ  essentially 
from  the  enttemeses  or  short  interludes  which  always  ac- 
companied the  comedia,  except  that  they  were  wholly 
without  plot  and  consisted  merely  of  dialogue  held  to- 
gether by  the  loosest  thread.  They  were  generally  accom- 
panied by  music  and  singing.  Some  were  sung  in  part,  as 
the  ha  with  which  Antonio  de  Rueda  and  Pedro  Ascanio 
began  to  represent  in  Madrid  in  1638.'  Here  the  ha 
opens  with  Borja,  an  actor,  who  enters  with  a  harp,  fol- 
lowed by  Maria  de  Heredia,  both  singing.  The  scene 
upon  the  stage  at  the  beginning  of  another  ha  with 
which  Tomas  Fernandez  began  at  Madrid  in  1636  is 
indicated  at  the  opening:  "Enter  the  whole  company  two 
by  two,  with  hands  joined,  dancing  to  the  sound  of  instru- 

""En  III  fana*  que  comutitnroie  se  rrprts«ntan,  han  quitsdo  ym  cstx 
pane  que  Haman  Loa.  Y  aegun  de  lo  poco  que  tervia,  y  quan  fuera  de 
ptopmito  era  m  tenor,  anduvicron  acertiidcis.  Salia  un  faraodulero,  y 
deaptici  de  pintar  targamcnce  una  nave  con  borrasca,  6  la  disposicion  de 
un  nwrcito,  lu  acomrtrr  y  pelear,  concluia  con  pedir  atencion  y  titencio, 
tiD  inferiri*  por  Dingun  cafo  de  lo  unu  lo  otto"  (El  Pamgtro,  Madrid, 
1^17,  fol.  109.) 

^  Euirtmetts,  etc.,  dt  Quinonrt  de  Btnavente,  ed.  Ro»e)l,  Vol.  I,  p.  366. 
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tnents  and  bearing  torches;  making  a  reverence,  they 
sing.  Juanico,  the  son  of  Bernardo,  ts  to  be  on  the  stage 
before  the  loa  begins,  playing  with  two  other  boys,  and  as 
soon  as  his  father  enters  he  is  to  tell  him  (Juanico)  to 
keep  quiet."  ^ 

The  ha  with  which  Roque  de  Figueroa's  company  re- 
turned to  Madrid  in  i633(?)  appears  to  have  been 
wholly  "sung,  except  the  amor's  introductory  dialogue  with 
the  actor  Be^on.  It  is  entitled  "Loa  segunda  que  canto 
Roque  de  Figueroa,"  etc.* 

The  loa  being  concluded,  the  first  act  or  Jornada^  of  the 
comedia  followed,  though,  as  Ticknor  says,  "In  some  in- 
stances a  dance  was  interposed,  and  sometimes  even  a 
ballad  followed  this,  so  importunate  was  the  audience  for 
what  was  lightest  and  most  amusing."  After  the  first  act 
an  entremes  followed,  and  perhaps  another  bayle  or 
dance. 

The  name  entremeses  (French  entremets,  a  side-dish), 
applied  to  festal  pieces  accompanied  by  singing,  is  found 


^  Entremesejf  etc<,  de  Quinoitei  de  Benavente.  ed.  Roicll,  Vol,  I,  p.  zSK. 

*  fbid.,  p.  234.  In  a.  ioa  represented  hy  Lorenzo  Hurtado  in  Madrid 
(t6j3(?)  or  i6]5(?))  the  direction  is  ^Tcn  at  the  openiiig:  "EoEcr 
Bernardo  without  singing,  to  throw  out  the  ha" 

'While  the  tenn  jornada  instead  of  act  had  been  common^  emplDfet! 
Id  the  religious  playt  of  the  Middle  Ages,  which  often  lasted  several  dayi, 
and  waa  also  used  by  Torres  Naharro  as  early  as  1J17,  that  word  is  not 
found  in  the  manuscripts  of  Lope  de  Vega,  who  always  uses  Attn  Instead, 
and  this  seems  to  hive  been  the  custom  of  Tirso  de  Molina,  to  judge  froa 
the  only  autograph  of  his,  La  Tercera  de  ta  Sancta  Juana  (liij),  that  I 
have  seen.  That  the  term  jornada,  however,  was  well  known  *t  th* 
beginning  of  the  seventeenth  century,  ia  shown  by  the  definition  of  Lop 
Alfonso  dc  CarvaUo:  "Jornada  es  nombre  Italiano,  quiere  decir  etna  d( 
un  dia,  porque  giorno  significa  al  dia.  Y  tomase  por  la  distitkdoo  J 
Tnudancfa  que  se  hace  en  ia  comedia  de  cosas  sucedidas  en  diferenm 
tiempos  y  dias,  como  si  quericndo  rcpresentar  la  vida  de  lui  Santo  bictese- 
mos  de  la  ninez  una  jornada,  de  la  edad  perfecia  otra,  y  otra  de  !a  \t]ti^ 
(Chne  df  Apolo,  etc.,  Medina  del  Campo,  160a,  quoted  by  Schack,  S^t- 
tragi,  p.  2].)  Jornada  seems  to  have  been  reintroduced  into  current  V**p 
by  Calderon  and  his  school.  Viruis,  Obras  trdgitas,  etc-,  Madrid,  1(0^. 
uses  both  terms.  Caramuel  sayt;  "Actus  est  id,  quod  hodie  vocamus  ^••'' 
nada:  et  fsm  praescripsit  coniuetudo,  ut  Comoedia  nonntsi  tres  aciii* 
habcat  ct  duabus  horis  repraesenteiur."  (Schack,  Nacktrage,  p.  a6.) 
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as  early  as  141 2  in  the  Archives  of  Valencia,  and,  as  we 
have  seen,'  Lamarca  claims  a  Valencian  origin  for  these 
etttremesos,  as  they  were  called.*  It  is  very  probable  that 
CHtremeseSf  originally  perhaps  of  a  quasi-religious  char- 
acter, formed  a  part  of  the  great  church  festivals  from  the 
earliest  times.  But  these  short  pieces  were  gradually 
stripped  of  any  religious  significance  they  may  have  had, 
and  Bnally  every  short  farce  or  interlude  was  called  an 
entremes.  Such  pieces,  especially  designated  as  entre- 
meses,  were  brought  out  at  festivals  by  the  great  Consta- 
ble Don  Alvaro  de  Luna.'  Lope  de  Vega,  in  his  Arte 
nuevo  de  hacer  Comedias,  speaking  of  Lope  de  Rueda, 
says  that  *'from  him  has  remained  the  custom  of  calling 

'  Imrocluction,  p.  si. 

'  Wolf  speaks  of  "jene  Festschauatucke  mit  Gcsang,  die,  wte  bei  den 
Nardfranzosea  Eatremefi,  damali  auch  in  SpaDien  'EntramtjOf"  oder 
Entremetet  gctiabot  wufden**  {Studien,  p.  5S5),  and  diacuMing  the  tix- 
4eeiub-ceittury  MS&.  of  Autot  apd  Fartat,  liace  published  by  Rotianet  (see 
above,  p.  7,  note  2),  he  remarks  concerning  the  Enfrfmet  dr  tat  Estfras, 
ctMiiained  therein:  "Dasa  dieses  Stuck  schon  zu  den  Entremeset  in  der 
•piterD  allgerDcin  iiblich  gcwordencn  Bedeutung:  dieses  Gattungsnatncns 
^hon  habe,  wird  aus  dem  Personenverzcichnias  {^guras)  wahrschein- 
lich;  dcod  es  treten  daria  luf :  'Mfk&ora,  Antotta,  un  ht>bo,  an  faeafo, 
■V  b*thiiler,  W  amo  dt  lat  moMi,'  HJcr  h&tien  w£r  also  das  iltcste 
Docutnem  fiir  den  Gebrauch  von  'Bntrtmes'  in  dicser  Bedetung."  (ibid,, 
p.  598,  note.)  An  ftiiremes  belonging  to  the  middle  of  the  sixteenth  cen- 
tury, written  by  Sebastian  de  Horoxco  of  Toledo,  is  not*  printed  ia  hia 
Ctneitnero,  Seville,  1874,  pp.  167  ff.  It  is  entitled:  *'Un  Entremes  que 
hizo  el  aucior  i  ruego  de  una  Monja  parienta  auya  cvangcHsta  para 
repreientarie  como  se  rcprcscntd  en  un  Monaatrrio  de  etta  Cibdad 
(Xoledo)  dii  de  Sant  Ju°  Evangeliata."  "Introduxerise  (juatro  pertonas. — 
Ub  viltano  que  viene  i  comprar  al  alcani  [antigua  calle  de  Toledo 
doade  *t  conaervaban  las  tiendas  A  la  usanza  morisca]  ciertas  cosas  para 
tUr  ■  una  zagala;— y  un  Prcgonero  que  entra  pregonando,  una  mo^a  de 
veJnte  anoa  perdida;— y  un  Fraile  que  pide  para  las  aniraas  del  purga- 
l»ri«,  i  quien  tos  otros  cuelgao  porque  loa  combide,  porquc  dizea  que  se 
llama  fray  Ju"  cvangelisia; — y  un  fiunolero  que  pregona  bunuelos 
calkcoica.  Cooien  lo«  buDuclos  y  despues  mantean  a  I  fraile  snbre  la  paga. 
Y  vsoae  todot  a  beber  a  una  taberna  y  asi  *c  acaba." 

•Tidctiofj  Vol.  I,  p.  271,  noie.  "Fvi  muy  invertivo  i  mucho  dadi  i 
fallar  inrenciDnes,  i  sacar  entremesea  en  iieatai,"  etc.  Croniea  de  D, 
AJvart  Jf  Luna.  Madrid,  1784,  p.  iSa.  AsTtcknor  remarks:  "ti  is  not  to  be 
■opposed  that  these  were  like  the  gay  farces  that  have  since  passed  utider 
dw  same  name,  but  there  can  be  little  doubt  that  they  were  poetics)  aod 
wen  exfiibitcd."    Don  Alvaro  was  ei^ecuted  ID  t^SJ* 
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the  old  comedias  entremeses."^  Entremeses,  the  editor 
of  Quinones  de  Benavente  observes,  were  for  the  pur- 
pose of  avoiding  the  tedium  between  the  acts,  for  with- 
out them  "la  mejor  comedia  tiene  hoy  el  peligro  de 
los  desaires  que  padece  entre  Jornada  y  Jornada.'*  *'And 
so/'  he  continues,  "a  manager  who  had  a  poor  comedia, 
by  putting  in  two  entremeses  of  this  kind,  gave  it  crutches 
to  prevent  it  from  falling,  and  he  who  had  a  good  one 
put  wings  to  it,  to  raise  it  still  higher."* 

Lope  de  Vega,  alluding  to  his  youthful  efforts  in  writing 
comedias,  says : 


And  some  I  wrote  at  eleven  years  and  at  twelve. 

Each  of  four  acts  as  well  as  of  four  sheets, 

For  each  act  was  contained  within  a  sheet, 

And  in  the  spaces  three  that  came  between, 

Three  little  entremeses  then  were  made, 

Though  now  there  *s  scarce  one,  and  a  bayle  too,*  etc 


1 


Of  these  entremeses  Lope  certainly  wrote  a  great  many; 
whether  those  printed  rn  the  volumes  of  his  Comedias 
are  really  his,  it  is  impossible  to  decide,  nor  can  the 
entremeses  contained  in  the  Fiestas  del  Santissimo  Sacra- 
mento, Zaragoza,  1644,  be  ascribed  to  him  with  cer- 
tainty.* They  are  of  varying  length  and  character,  some 
being  dramatic,  some  lyrical. 

'Edition  of  Milan,  ititi,  p.  363.  Ticknor  rightly  traces  tKe  emtremtifi 
of  Lope  de  Vega  back  to  Lope  de  Rucda,  whost  short  farce!i  were  af  tht 
same  nature,  while  into  hi*  lon|fcr  piece*  Rueda  introduced  pAt^j  or  p»»- 
sagei,  which  might  be  detached  from  them  and  uied  a»  tntftmtstt.  Thej 
were  short  and  lively  dialogues  in  prose  without  plot  "and  merely  in* 
tended  to  amuse  an  idle  audience  for  a  few  moments."  History  of  SpmwUk 
Literature,  Vol.  TI,  p.  6j.  Timoneda  published  an  entremrs  in  156s,  which 
Barrera  sayi  is  "la  mas  antigua  obra  de  leatro  asi  denoniinada."     Catt- 

*  Entremtits,  etc.,  de  QutHonet  de  Beitaveitte,  ed.  Rotell,  Vol.  I,  p.  «■ 
"Entremei  apud  Hiipanos  est  Comoedia  brevis,  in  qua  Actores  iogetiiMe 
nuganrur."  CBramuel,  Rhythmica,  Campaniae,  i66g,  qiimed  by  Sdtiid; 
NaehlT&gt,  p,  36. 

*  Arte  jiuevo  de  hater  Comedias,  Madrid,  1609,  fol.  ao6. 

*Oi  the  various  editions  of  Part  I  of  Lope's  Comedies  whicli  I  ponaft 
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Many  collections  of  entremeses  were  published  in  the 
seventeenth  century;  the  earliest  and  one  of  the  best  Is 
that  by  Luis  Quinones  dc  Benavente,  so  often  mentioned 

thow  of  ValladoMd,  1604;  AmberM,  1607,  and  Mitan,  1619,  contain  the 
hoi  only,  while  that  of  Valladolid,  1609,  contains  both  the  l&at  and 
entremejft,  the  latter  at  the  end  of  the  votuine,  The  title  is:  Primera 
Parte  de  Entrrmfses  dt  iat  Comedies  de  Lope  de  fega.  As  but  few 
oopies  of  this  first  part  concain  these  entremeset,  I  give  a  list  of  them: 
(i)  Entremer  primero  de  Melitendra.  It  is  divided  itito  two  fornadai  and 
if  preceded  by  a  "loa  muy  gracioaa";  the  rntremes  is  in  verse  and 
occupies  nine  pages;  it  is,  in  fact,  a  burlesque  comedy,  (a)  Enttemet 
tegunda  del  Padre  enganadv.  (3)  Entremet  tercero  del  Capeador. 
(4)  Etittrmes  quarto  del  Doctor  Simple,  (j)  Entrtmei  quinio  dt  Pedra 
Hrrnande*  y  el  Corregidor.  (6)  Eatremes  ftxta  de  lot  Alimtntos, 
(7)  Entremet  tepfimo  de  ht  Negrin  de  Santo  Thome.  (8)  Bntrtmet 
oftauo  del  Indiana,  (g)  Entremes  noveno  de  la  Cuna,  (10)  Entremet 
dtdma  de  lot  Lddronet  enganadoi,  (n)  Entremes  undramo  de  la 
Dama  fngida.  (t2)  Entremet  duodecimo  de  la  Endemoniada.  All  these 
except  the  (irst  are  in  prose.  The  so-called  third  f^art  of  Lope's  Comedias 
—  Tercrra  Parte  de  las  Comedtas  de  Lope  de  Frga,  y  oiroi  Auioret,  con 
SUM  Loaf  f  Enfremesef,  etc.,  Madrid,  En  Cass  dc  Miguel  Serrano  de  Vargas, 
AiSo  ifiij— contains  the  following  entremeses:  (i)  Entremes  famoso  del 
Sacristan  Soguijo,  (i)  Entremes  famoso  de  lot  Romanes  {shotald  b«  hs 
ttomaneet],  (3)  Entremes  famoso  de  lot  Huebei,  and  these  has:  En  Ala- 
ian^a  de  la  Espada,  De  las  CaUdadet  de  Iat  Mugeres,  La  Bataila  Nabal, 
De  las  Lettas  del  a.  h.  c, Del suntaoso  Eicurial.  Tbc«  entremeses  are  very 
witty,  especially  the  lecottd,  the  subject  being  a  peasant  who  has  been 
drives  mad  by  reading  the  Romancero.  Part  VII  of  Lope's  Comedtas, 
Barcelona,  ii&i?,  also  CDOtains  three  entremeset:  Los  Hahladares,  La 
Carcel  de  Sevilla,  and  El  Hospital  de  tos  Podridos,  which  are,  however, 
now  generally  ascribed  10  Cervantes,  It  should  be  stated  that  Lope  ez' 
preasly  denies  the  authonhtp  of  the  laas  and  entremeses  contained  in 
the  volume*  which  preceded  Part  [X  of  his  Comedsai.  In  the  pro- 
logue to  Part  XV,  Madrid,  i6ai,  he  alludes  to  them  as  those  *'toas 
y  entrtmesei  que  el  no  i(iiagiti6  en  su  vida,"  while  the  entremeses 
io  Parr  VIII  are  expressly  declared  in  the  volume  itself  to  be  the 
woffc  of  Francisco  de  Avila  and  of  Barrionuevo.  The  fact,  how- 
ever, that  I.,ope  denies  his  authorship  should  not  he  taken  too  seri- 
ously. He  also  asserted  chat  all  the  volumes  of  his  Comedias  preced- 
ing. Pan  TX  were  published  without  his  knowledge,  though  for  some  of 
tJic  rcluinea,  at  least,  this  can  be  disprorcdl  (See  my  Life  of  Lope  de 
Vega.  p.  351,)  Concerning  the  rare  volume,  of  which  I  powess  a  copy, 
eMitlcd  Fiestas  del  Sanlissimo  Saeramento,  which  also  cooiains  loas  and 
tatremtset  aitrihuied  to  Lope,  a  word  may  be  said  here.  Men^ndez  y 
Prlayo  write* r  "Es  cierto  que  las  loas  y  li>s  entremeses  no  son  de  Lope, 
i  Io  meAOt  en  su  totatidad,  pero  tampoco  et  colector  tos  di^i  por  tales, 
liaaitaodose  i  decir  que  se  habian.  rtpresentoda  en  la  Corte  cOn  los  autos." 
(£.#/*  dt  Frga,  ed.  Spanish'  Academy,  Vol  II,  p.  i.)  Of  these  Sr- 
Meti^sdez  ascribct  without  qualification  to  Benavente:  La  Murstra  de  hs 
C*rr*t.  Lts  Orgamos.  and  El  Remediador:  he  states  that  La  liedsimtra 
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m  th^  pagcs.^  Among  these  a  number  were  wholly  sung, 
while  others  were  partly  sung  and  partly  recited.  Among 
the  former,  called  EiHremeses  cantados,  like  that  of  La 
Fuente  Segtrviana,  La  Guardainfante,  and  others,  some 
are  so  short  that  it  could  have  taken  but  a  few  minutes  to 
perform  them.  Others  arc  dramatic  in  character  and  con- 
tain the  liveliest  dialogue  in  the  language  of  the  barrios 
bajos. 

Generally   two   entremeses   accompanied  a   comedia,* 
though  sometimes  even  three  were  played,  one  following 

nuy  be  by  Lope  and  ttuu  the  /t«  n  M*rite»  ti  also  probably  LopeV  be- 
cause the  M«or  wbo  ndtei  it  is  earned  Ametitlo,  who  was  a  slave  «f 
Lope's  friend  Gaspar  de  Barrionuevo  id  Seville  ld  i^qj.  (See  also  Ltft 
«/  Lvpf  de  Ffga,  pp.  iix,  iii.)  It  senni  that  tame  objection  migbt  b« 
made  lo  the  ascriptioo  of  La  Mmestra  de  lot  Carrot  to  Benavcnte.  It  doei 
not  appear  in  die  latter't  Joco  Seria,  published  ia  1645  (the  year  follovriag 
the  appearance  of  the  Fieitat  del  Santiisimo  Satramfnto),  and  was  not 
agaio  printed,  to  my  knowledge^  until  1658,  in  the  Teaira  foeticOt  at  Zara- 
goza.  Moreover,  its  geoerat  style  and  (be  reference  Co  the  actress  /d  Srcsad 
seem  more  in  the  maoncr  of  Lope,  tat  Orgaaat,  ascribed  above  to  Bena> 
vente,  was  written  by  Braones.  (See  below,  p.  29;,  note  2.)  For  ao  excellent 
account  of  the  entrtrntset,  see  Iwtermidtt  eipagnoti  du  XFII*^  SiMr,  par 
Leo  Rouanet,  Paris,  1897.  Cervantes  exeelled  all  others  in  this  species  of 
composition. 

*A  list  of  the  various  collections  of  entremttet  will  be  found  ia  ibe 
preliminary  pages  of  Roscll't  edition,  though  I  miss  the  following:  MtgOMMS 
dtl  Ingfnio,  y  Apacibie  Entrrtenimiento,  tn  variot  Entremrnt,  BdyUt,  J 
Loot,  ettogidai  dt  tot  mejorei  Ingenios  de  Eipaii  .  .  ,  Impresso  por 
Diego  Dormer  Impreisor  de  la  Ciudad,  y  del  Hospital  Real,  y  General 
de  nuescra  Seaora  de  Grada,  de  ta  Ciudad  de  Zaraga<;a.  A  Costa  de 
Juan  Martinez  de  Ribera  Mattel^  Mercader  de  Libros.  iv  +  96  fols.  ttnia. 
It  bears  no  date,  but  was  probably  primed  between  1670  and  167J.  li 
contains  two  entremettt  by  Benaveme  {Lot  Etcuderos  y  el  Larayo  tvd 
El  DrifngQng),  one  by  Monteser,  and  a  ha  by  Zaualeta;  all  the  rest  art 
by  Lanint,  I  am  indebted  to  my  colleague,  Dr.  Crawford,  for  the  use  of 
this  little  book,  which  is  excessively  rate.  For  a  description  of  this  eollee* 
t\on,%et  Modern  Language  Notet,  1907,  p.  ;a.  Sitice  the  above  was  wrineii 
this  volume  has  been  republished  (Madrid,  190$]  with  excellent  notes  I17 
Cotarelo  y  Mon. 

'  Iti  some  instances,  however,  only  one  tnlremtt  is  Specified  to  be  reprt* 
tented  with  a  comedia,  as  in  August,  1603,  when  Nicolas  de  Ids  Rim 
represented  at  Fucniabrada  an  auto  with  two  tntremetet  and  a  comedis 
with  its  rnlremet,  music,  and  bayle.  (Nuevot  Datoi,  p.  81,)  In  tfas 
Gaspar  de  Porres  represented  in  Esquivias  an  auto  with  three  eatremtifi 
and  a  cotnedia  with  three  other  rntremetri.  {Ibid,,  p.  87.  See  alio  tHi^ 
pp.  901,  98.)  It  will  be  noticed  that  these  were  alt  repreacntatioos  in  ma!) 
towns. 
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the  loa,  and  the  play  always  concluded  with  a  hayle  or 
dance : 

Y  al  fin  con  un  baylccito 

yua  la  gente  contcnta.* 


Besides  the  entremeses  and  bayles,  short  pieces  called 
jacaras  were  also  sung  between  the  acts  of  a  comedia. 
Pellicer  describes  these  jacaras  cantadas  as  ballads  set  to 
music' 

The  volume  of  loas  and  entremeses  written  by  Bena- 
vcnte  also  contains  six  jacaras.  Some  were  sung  by  a 
single  actress,  as  the  }  dear  a  de  Dona  Isabel,  la  Ladrona, 
que  azotaron  y  cortaron  las  orejas  en  Madrid,  sung  by 
Francisca  Paulat  which  contains  two  hundred  odd  verses 
written  in  ballad  measure;  others  were  sung  by  several 
members  of  the  company,  not  only  upon  the  stage^  but,  to 
add  zest  to  them,  they  were  sung  from  different  parts  of 
the  theater,  for,  as  Pellicer  says,  the  public  "was  crazy 
about  them"  (era  perdido  por  ellas).  In  the  jdcara  that 
was  sung  by  the  company  of  Bartolome  Romero  (1637- 
i64j(?)  ),  Tomas,  the  gradoso,  stood  upon  the  stage, 
Juliana  in  the  cazuela  or  women's  gallery,  Maria  de 
Valcazar  in  the  uppermost  gallery  (en  lo  alto  del  teatro), 
Pedro  Real  in  the  gradas,  Pedro  de  Valcazar  in  the 
grada  segunda^  and  Ines  in  the  desvan.^  In  another 
jdcara,  sung  by  the  same  company,  Maria  de  Valcazar 
appeared  in  the  patio,  or  pit,  on  horseback.'* 

*Rejaf,  I'iage  EntreUnido,  tA.  1603,,  p,  116. 

^"Jitatat  tanlad&t,  que  cr>n  I09  Romance*  puestoi  en  musics."  {Hit' 
tripmitmo,  I,  p,  164.)  Ticknor  dcfinrf  them  a«  "roistering  balUda,  in  the 
dialect  of  the  roguei,  which  took  their  name  Jrom  the  buliiei  who  lang 
them,  and  v*ere  at  one  time  rivals  for  favor  with  the  regular  tntrtmtiti" 
(Vol.  II,  p.  5J1.) 

* EHtrfmttfi  di  Btnaventt,  tA.  Rosctl,  Vol.  1,  p.  iso. 

* ihid,,  p,  i8S.    The  Diecionario  df  Auioridadft  thus  defines  the  Xarttra: 

"Coiiipoiician  Poetica,  que  se  forma  en  ei  que  Hainan  Rotnance,  y  regular- 

mente  mt  refiere  en  ella  algun  sucesso  particular,  6  extrano.     Uiase  mucho 

ri  eantaria  entre  Lot  que  lUmaD  Xaqties,  de  donde  {mdo  tomar  el  aombrs. 

.  .  Xaquc  en  la  Germania  tignifica  el  Rufiao," 
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The  requests  for  jdcaras  generally  came  from  the  occu- 
pants of  the  pit  or  patio,  and  in  case  the  audience  did  not 
demand  them,  a  player  was  sometimes  stationed  in  the 
patio,  who  called  for  a  jdcara,  as  in  the  one  which  Fran- 
cisca  Paula  sang  in  the  company  of  Bartolome  Romero 
(in  1638 (?)  or  i64o(?)  ),  where  we  read:  "Pide  en  el 
patio  jacara  un  representante."^  In  the  jdcara  which 
Antonia  Infanta  sang  in  the  company  of  Alonsc  de  01- 
medo  (in  1636  or  1637),  the  stage  direction  is:  Dm 
voces  en  el  patio  pidiendo  jdcaras,  y  sale  Antonia  Infanta, 
y  dice  representando  : 

Antonia:  Entendamonos,  senores, 

iCuerpo  de  diez  con  sus  viJas, 

De  catorce  con  sus  almas, 

Y  de  veinte  con  su  grita  I 
I  Regodeo  cada  hora  ? 
^Perejtl  cada  comida? 
^Saincte  cada  bocado? 
jNovedad  cada  visita? 

Medraremos  en  corcova. 
^  Jacarita  cada  dia?*  etc. 

The  piece  concluding  with  the  players  singing: 

Jacara  nos  pedistes, 
Ya  OS  la  scrvimos ; 
Y  si  pidierais  ciento, 
Fuera  lo  mismo. 


And  in  a  jdcara,  also  sung  in  the  company  of  Romero,  thf 
gracioso  Tomas  begins^ 

)Quc  tanta  jacara  q uteres, 
Patio  mal  contcntadizo ! 
Ayer  ^  no  te  la  can  tamos 
For  todo  cuanto  distrito 
Tienc  este  pobre  corral  ? 

^  Entremtfrt  de  Btnavtme,  ed.  Roiell,  Vol.  I,  p.  16%. 
'  tbid,,  p.  90. 


SMNETES 

Pu«  si  no  qucdo  rcsquicto 
For  dondc  no  se  cantasen, 

i  Que  habemos  de  hacer  contigo? 
Las  novedades  no  duran 
For  Ids  siglos  de  los  siglos. 

i  For  dondc  6  que  han  dc  cantar 
Que  no  este  ya  hecho  6  dicho?' 
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One  can  readily  imagine  the  confusion  and  uproar 
caused  in  the  theaters  by  the  turbulent  mob  of  mosqueteros 
shouting  for  jdcaras.  Indeed,  it  finally  became  an  intol- 
erable nuisance  in  Seville,  and  in  164S  the  city  authorities 
threatened  all  such  disturbers  with  fine  and  imprison- 
ment.* 

These  slight  pieces,  overflowing  with  mirth  and  ex- 
uberant spirits,  rarely  consumed  more  than  ten  or  fifteen 
minutes.  They  find  their  modern  congeners  in  the  Tona- 
diila. 

Sainete^  a  word  meaning  a  delicacy  or  relish,  came  into 
v^ogue  as  the  appellation  of  a  one-act  farce  toward  the 
middle  of  the  seventeenth  century.  The  term  sainete,  it 
is  true,  is  found  in  Mariana's  treatise  Contra  los  Juegos 
publicos,  which  originally  a^eared  in  Latin,  in   1609, 


*  Sbid.,  p.  184,  and  see  p.  44],  the  jicara  thit  wai  itmg  in  Oitegon'*  com- 
pinjr  in  1(35. 

*"£a  la  dudftd  de  SevilU,  a  diez  y  nueve  dU«  del  mei  de  noviembre  de 
mi)  y  •ci»ciento«  y  cuareata  y  ocho  afioa,  «1  Sr.  O.  Antonio  de  Mendoza, 
Marque*  de  San  Miguel,  .  .  .  Teniente  de  Alcaide  deitoa  AlcJzaret  Reatea 
de  Scvilla,  di|o  que  por  cuanto  en  el  corral  de  La  Monttria  ha  habido  y 
hajr  mucbo  mido,  alboroto  y  quiitionca  por  cauaa  dc  pedtr  k  \o%  reprc- 
■rntaote*  bailet  y  jicarai  y  otras  cosas  fucra  de  la  rrprrscntacion,  mandd 
■e  pregone  en  et  dicho  corral  de  La  Monttria  que  ningupa  peraona  de 
ciial^ier  ettsdo  y  calidad  que  sea  no  inquiete  ni  afborote  laa  comedias 
qitc  te  rtpreaentan  en  la  dicha  Monttria  pidicndo  Jicsrai  ni  bailet  ni  otraa 
patahrat,  tino  que  dejen  repreaentar  i  su  volumad  lo  que  quiiiere  el  autor 
y  au  eompania;  pena  que  el  que  contravinUre  i  cllo,  >i  la  persona  fuese 
ordinaria,  de  verguenza  publica  y  dot  anot  de  «ervicio  de  mamafa,  y  la* 
deioit  pcftonat  d^  cien  mil  maravedit  y  doa  aiios  de  uq  preaidio:  y  aat 
lo  m»od6.— £■/  Marquti  dt  San  MigutL"  (Sanchei-Arjoni,  Analtt  de( 
Tt»tr»  *m  Sfwiia,  p.  |8i.  See  alao  the  excellent  work  of  E.  M^rim^e,  La 
Wit  ft  tti  Oeuvrfi  dt  Franciic9  de  Quevtdo,  Pari*,  tSSj,  pp.  jS6  S.) 
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under  the  title  De  Spectaculis.^  However,  the  chapter  of 
the  Spanish  translation  (xii)  containing  the  word  is  said 
to  be  a  later  addition.^  It  occurs  in  the  jdcara  sung  in 
Olmedo^s  company  in  Madrid,  In  1636,  as  the  quota- 
tion above  shows;  but  here  the  word  is  used  in  Its 
ordinary  meaning,  not  as  a  theatrical  term.  The  earliest 
mention  of  the  word  in  its  present  sense,  that  I  have 
found,  is  in  1639,  when  Antonia  Infante  was  engaged  to 
play  the  "prlmera  parte  del  saynete,"  in  the  company  of 
Antonio  de  Rueda.^  The  sainete  did  not  differ  in  any 
essential  particular  from  the  entr ernes.  It  was  slightly 
longer  and  commonly  contained  more  characters  than  the 
majority  of  the  entremeses,  but  it  was  of  the  same  general 

Vera  Tassis,  in  his  "Life  of  Calderon"  prefixed  to  the 
first  volume  of  the  Comedias^  says  that  Calderon  wrote 
"cien  Saynetes  varios,"  but  none  has  apparently  been  pre- 
served.    Hartzenbusch*  has  published  a  number  of  en- 

^  The  word  saynete  occuri  in  a  ballad  printed  in  the  Romantiro  Gentral, 
ed.  of  1604,  fol.  497,  beginning: 

"Maocebito  de  tmen  rofiro 


P 


No  se  come  ya  tan  lancio 

que  aun  las  de  catorze  enfadan, 

y  les  pidcn  por  saynete  [i.e.,  as  a  reliih] 

la  Chacona,  y  Qarauanda." 

Doubtless  from  such  aasaciaiion  as  this  the  word  acquired  its  later  tnean- 
ing.  The  above  ballad  is  contained  in  the  "Parte  Ttticna**  of  tbr 
Romancfro,  which,  according  to  Wulf,  Studirn,  p.  J49,  is  merely  a  rcpriitr 
of  the  second  part  of  the  Manojvtio  de  Rumancts  of  Gabriel  Laso  de  (1 
Vega,  Zaragoza,  1603. 

*  See  above,  p.  af^,  end  of  note.     '  Nufvos  Daioi,  p,  304. 

*Schaclc  fays:  "Nichts  Anderes  als  solche  Entremeses  unter  veraoderten 
Titel  sind  denn  im  Grunde  auch  die  sogenannten  SainrteSt  die  seii  det 
Mitte  des  17,  Jabrhundcrts  hSufig  vorkommcn.  Man  pflegt  ihren  Unitr- 
schied  von  jenen  dahin  zu  bestimmen,  dasz  tie  ttiit  Muaik  und  IcUitiPm  Ballet 
begleitet  und  von  conaplicierter  Handlung  seien ;  allein  ohne  ausreichendn 
Grund,  denn  Gesang  und  Tanz  bildet  gewohnlich  auch  den  Schlutz  d(t 
Entremeses,  und  was  den  dramatlschen  Plan  anltingt,  so  hdit  dai  Siioctt 
es  hiermit  cbenso  nach  Belieben  wic  die  altcrr  Art  des  Zwlschenspieli. 
{Gtsekichtf  dtr  dramatisehen  lAtetatur  und  Kanst  in  Spanifn.  Bd.  U» 
p.  tog.    See  alto  Rouanet,  Intermtdet  Esfiagnoh  da  XVII'  Siicte,  p.  jj.) 

'  Comediar  de  Caldrron,  Vol.  IV,  at  the  end. 
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MOGIGANGAS 

tremeses,  two  mogigangas,  and  two  jacaras  entremesadas 
which  have  been  ascribed  to  Calderon,  but  their  author- 
ship is  doubtful.  It  is  probable  that  Vera  Tassis  applied 
the  term  then  most  current  to  the  entremeses  which  Calde- 
ron had  written,  for  toward  the  close  of  Calderon's  life 
the  sainete  became  very  popular.  Among  the  expenses 
for  the  Corpus  festival  at  Madrid  in  1675,  we  find  150 
ducados  (=  1650  reals)  paid  for  four  saineus  written  by 
Don  Manuel  de  Leon  Marchante,  who  seems  to  have 
been  the  most  successful  writer  of  this  species  of  dramatic 
composition  at  that  time.*  He  continued  to  write  sainetes 
for  this  festival  till  the  death  of  Calderon  in  1681,  when, 
for  the  composition  of  two  sainetes  and  for  finishing  an 
auto  which  Calderon  had  left  unfinished,  he  received  1000 
Teals  vetlon.^  It  was  not  till  after  the  middle  of  the 
eighteenth  century  that  the  sainete  reached  the  height  of 
its  popularity  at  the  hands  of  Ramon  de  la  Cruz. 

The  mogi^anga  (masquerade,  mummery)  ''contains  a 
greater  number  of  episodic  personages  than  the  en tr ernes; 
it  is  sometimes  intermingled  wtth  dances."'     As  it  be- 

*  Plrez  Psitor,  Calderon  Documeniot,  Vol.  I,  p.  344. 

*  Ibid.,  p.  J7Z.  In  i6s6  MorcEo  wrote  loin  and  taimeter  for  the  Corput 
festival  It  Seville.  During  the  next  decade  Alonso  Martin  de  Braonet 
wa»  m  well-known  writer  of  tainetet  and  mogigangat  in  the  same  city4 
He  wrote  tbe  extremes  entitled  Los  Organoid  which  has  been  ascribed  to 
Lof»e  At  Vega,     (Sanchex-Arjnna,  A  naif  s,  pp,  411,  439.) 

*  Rouanet,  i.  c,  p.  39.  In  Don  Quixote  (Part  II,  chap,  xi)  a  company  of 
plajren  it  met  upon  the  road,  one  of  whotn,  we  arc  told,  "venis  vcstido 
dc  baxiganga  con  tnuchos  caicabelea,"  etc,  A  boxigang^,  Rojas  telU  ui, 
wat  a  arnall  company  of  strolling  players,  who,  as  Clemencio  observes: 
"en  at|^na«  ocaiiones  ae  vesiirian  6  disfrazarian  con  veiiidos  ridicutoi 
para  divcnir  i  lo«  e:cpectadores;  csto  seria  vettir  de  boxiganga.  De  cata 
palabra  hubo  de  derivarse  la  de  mogiganga  [cf.  vimen — bimbre,  mimi>r*'\, 
«}uc  no  i<  encueiitra  cntotices  y  »1  dfspuc*  eti  tigtiificacion  de  ticsta  er>  que 

iitren  varias  persona}  disfrazadas  con  traget  ridiculos."    Andrei  del 
nillo  cniiited  the   six   short   novels  which   he   published   in    1641    La 

fgiganga  del  Guito    (The    Masquerade  of  Taste).     They   have  been 

rrpabUthed  by  Sr  Coiarelo  (Madrid,  t9ot).  Toward  the  close  of  Cal> 
drroa'a  career  we  read  of  lainetri  and  mogigangas  as  regular  accompani- 
meiits  of  Ihe  Autos  at  Corpus.  Thus  in  i6So  Don  Manuel  de  Leon 
MaJxhame  received  1600  reaU  for  the  fntremtirs  and  mogiganga$  at 
Offpua  in  Madrid,  aod  in  i&St  Francisco  de  la  Calle  was  paid  lyn  reali 
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longs  to  the  latter  half  of  the  seventeenth  and  especially 
to  the  eighteenth  century,  it  falls  without  the  limits  of 
this  work.^ 

««//ofi  for  a  iaynete  and  mogiganga.  (Pirez  Pastor,  Caldtrtn  Doc%- 
mento$,  Vol.  I,  pp.  36>,  373.) 

'The  earliest  use  of  megigauga  in  its  present  sense,  that  has  come  to 
my  notice,  is  in  1659.— "Mande  V.  m.  dar  ...  a  Pedro  de  la  Rosa,  autor 
de  comedias,  por  si  y  su  compailia  8400  reales  .  .  .  los  7700  en  que  se 
concertaron  los  dos  autos  que  se  an  de  hacer,  con  los  entremesea,  bayles  y 
mojigangas  ...  y  los  700  reales  para  el  vestuario  de  entremeses  y  moji- 
gangas.— 39  Mayo,  1659.**  Marti  y  Mons6,  Etttidiot  htttorict-prtiiAcos, 
Zaragoza,  i9<»(?),  p.  S<7. 


CHAPTER  XIV 

The  representation  of  aulas  sacramenlales.  Dcscrtption  of  the 
autot  at  Madrid.  The  carras.  Abuse  of  the  representation  of 
aut<n.  Protests  of  churchmen.  Sums  paid  for  the  representation 
of  autas.    Autot  in  the  theaters.     Great  expense  of  these  festivals. 

The  autos  sacramentales^  were  performed  at  the  instance 
of  the  municipalities  of  the  various  cities  and  towns  at 
the  festival  of  Corpus  Chnstl.  As  Ticknor  says,  they 
were  in  the  height  of  their  success  in  the  age  of  Lope  de 
Vega  and  In  that  immediately  following,  and  had  become 
an  important  part  of  the  religious  ceremonies  arranged 
for  the  solemn  sacramental  festival  to  which  they  were 
devoted,  not  only  in  Madrid,  but  throughout  Spain,  the 

^  The  raeanlDg  af  this  term  has  been  given  above  (Chiprer  I).  Thii 
ii  DOt  the  place  for  an  esthetic  appreciation  of  the  ttatot  lacramtnt&tn. 
FoT  (hii  the  reader  is  referred  to  the  works  of  Schack,  Tickoor,  Gonzalez 
Pcdrow,  sod  others,  Ticknor's  criticism  (Vol.  [I,  p.  393,  note)  "that, 
at  all  periods,  from  first  to  la«l,  the  proper  atttot  were  rude,  gro«s,  atid 
tBdccrai"  11  tnuch  too  severe  and  too  iweepin^.  There  are  doubtless 
pajsagea  in  some  of  these  autot  which  teem  irreverent  to  a  Protestant, 
abd  of  one^  La  Araucana,  by  Lope  de  Vej^a,  10  orthodox  a  Catholic 
ai  Sr.  Men^dez  y  Petayo  has  remarked;  "Muy  robusia  debia  de  *er 
la  (e  del  pueblo  que  toler6  farsa  tan  irreverente  y  brutal,"  and  to  enjoy 
many  of  these  production*  they  rauit  be  viewed  "con  los  ojo*  de  la  Fi," 
10  uae  LopeV  own  words.  La  Puetite  del  Mundo.  cited  by  Ticknor,  is 
hardly  a  fair  si^eeimen  of  Lopc'i  autos.  It  is  an  absurdly  extravagant 
and  irreverent  production,  as  Men^ndez  y  Pelayo  admits,  and  is  nothing 
tttor*  than  a  parody  a  la  dimno  of  La  Puentt  dr  Mantxhlt,  an  episode  of 
ibe  French  poem  Fifrahras  (Academy's  edition  of  Lope  de  Vega,  Vol,  JI. 
p.  Ixxvi),  What  finally  led  to  the  suppression  of  the  autos  Macramtnlattt 
by  Charles  III.,  in  ^76;,  was,  in  all  probability,  not  because  of  the  autQi 
ikemwlve*,  but  of  the  inevitable  accompaniments  of  the  auto:  the  proces- 
•Sm)  aiNl  the  has,  tntremeta,  and  bayifi.  These  frequently  degenerated 
iHO  a  spirit  of  irreverence  and  brutality  that  is  ihockijlg.  We  need  only 
dtc  ■•   an   instance   that  the   very  avtv   just   mentioned,   La   Puentt   dtl 
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theaters  being  closed  while  they  were  represented.'^  From 
the  earliest  times  they  seem  to  have  been  accompamed  by 
dancing,  and  since  the  time  of  Lope  by  a  loa  and  an,  entre- 
mes?  These  autos  were  acted  upon  movable  cars 
{carros)  which  passed  through  the  city  to  the  various 
stations  where  the  representation  was  to  take  place,  and 
hence  this  was  called  La  Fiesta  de  los  Carros.^  Preceding 
these  cars,  strange  figures  were  paraded  in  the  procession 
— the  Tarasca,*  a  sort  of  serpent  surmounted  by  a  figure 
portraying  the  "Woman  of  Babylon,"  and  huge  figures 
representing  Moorish  or  negro  giants,  called  Gigantona, 
etc."* 

The  theatrical   managers  whose  companies   were  to 
represent  the  autos  wtre  selected  by  the  "comisarios"  ap- 
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Mundo,  is  preceded  by  1  Lsa  dtl  Ettarraman,  of  which  Sr.  Men^ndez  y 
Petayo  says:  "Incredible  ai  it  may  seem,  this  is  a  paraphrase  a  lo  divtn* 
of  the  famous  jdtara  of  Quevedo,  Carta  de  Escarramdn  d  la  Memdtt" 
Escnrramin  having  been  a  notorious  bully  of  Seville  who  Mtved  ten 
years  in  the  galleys  for  his  crimes. 

Juan  de  Mariana,  in  his  treatise  Contra  lot  Juegot  piiblieot  (chap,  xii}, 
says  that  the  Zarabanda,  the  most  indecent  of  these  baylej,  ivaa  danced 
in  the  representations  of  the  autos  at  Corpus  Chriiti  and  alto  in  the 
nunneries.     (See  above,  p.  71,  note  4.) 

•  Vol.  II,  p.  193. 

'See  above,  pp.  67  ff.,  and  Perez  Pastor,  Namot  Datot,  p.  117. 

'In  1586  Jeronimo  Velazqutj  represented  three  autos  at  Corpus,  in 
Madrid,  the  painter  Rui  Lopez  de  Avalos  agreeing  to  paint  three  triunphsl 
cars,  "las  verjas  datide  se  ha  de  poner  el  S.  Sacramento  y  los  carrot  doode 
se  han  de  representar  los  autos  de  este  ano."  Perez  Pastor,  Bullttin  Hu' 
pafs'fjue,  1906,  p,  j66.     See  also  below,  p.  310. 

'Beaavente  describes  it  as  half  serpent  and  balf  womani 

"La  tarasca, 
Que  ya  sale  por  el  Corpus, 
Medio  sierpe  y  medio  dama." 

{Entrfmtiet,  etc.,  Vol.  [,  p.  tjf.) 
See  Corarrubias,  Tftore,  ad  verb. 

'For  a  description  0/  this  procession,  see  Schark,  Vol,  It,  pp.  iiS.  itv> 
and  Ticknor,  Vol.  II,  pp.  295-395-  In  the  succeeding  chapter  wtM  be 
found  the  accounts  of  eye-witnesses.  Ticknor  describes  the  procrssioo  ai  » 
"sort  of  rude  mununing,  which  certainly  had  nothing  grave  about  it,"  tn 
which  we  quite  agree,  and  wc  shall  see  that  it  finally  degenerated  iaro 
such  license  that  it  called  forth  the  earnest  protests  of  churchmen, 
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pointed  by  the  city  for  that  purpose,  who  generally  in- 
cluded the  "regidores"  and  "corregidor"  of  the  city/  and 
who,  it  seems,  had  to  be  approved  by  the  ordinary.' 

The  earliest  autos  sacrametitales  performed  in  Madrid, 
of  which  we  have  any  detailed  description  (so  far  as  I 
am  aware),  were  those  represented  in  1574  by  the  com- 
pany of  Jeronimo  Velazquez.  At  this  time  and  for  some 
years  thereafter,  three  autos  were  represented  each  year 
at  Madrid-  In  1587  there  were  three  autores  de  come- 
dias:  Nicolas  de  los  RIos,  Miguel  Ramirez,  and  Juan  de 
Alcozer,  each  of  whom  represented  an  auto  at  the  Corpus 
festival  in  Madrid,"  In  1592  four  autos  were  repre- 
sented, two  {Job  and  Santa  Catalina)  by  the  company  of 
Caspar  de  Porres,  and  two  (titles  not  given)  by  Rodrigo 
de  Saavedra.* 

There  is  recorded  an  obligation  dated  March  3,  1574, 
by  Jeronimo  Velazquez,  to  represent  at  the  festival  of 
the  Holy  Sacrament  of  that  year  at  Madrid  three  autos: 
La  Pesca  de  San  Pedro,  La  Fendimia  celestial,  and  El 
Rey  Baltasar  quando  en  sus  Convites  profano  los  Fasos 
del  Templo,  and  to  provide  all  the  personages  and 
costumes  and  all  other  things  necessary  for  the  sard 
representations,  "and  he  shall  take  part  in  the  said  repre- 
sentations himself  and  shall  provide  the  other  necessary 
persons;  the  city  to  furnish  htm  with  three  cars  {carros)^ 
constructed  with  all  the  necessary  devices  and  artifices, 
without  the  said  Jeronimo  Velazquez  providing  anything 
concerning  the  preparation  and  machinery  of  the  said 
cars,  he  only  to  furnish  the  persons  and  costumes,  and 
to  provide  people  to  move  the  said  cars  from  place  to 
place.  The  city  is  to  pay  him  130  ducats,  besides  zo  reals 
for  the  persons  who  move  each  car,  i.e.,  60  reals  in  all. 
.  .  .  He  is  to  represent  only  on  the  day  of  Corpus  along 

'  P^rez  Pastftr,  A'u/*oj  Dat<fi^  pp.  ito,  t\6. 

'tbid.,  p.  117.  *  IhiJ.,  p.  ig.  *thid.,  p.  J9. 
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the  route  of  the  procession  and  afterward  where  the 
"comisarios"  may  order."  ^ 

The  autor  de  comedias  thus  appointed  to  represent  the 
auios  was  obliged  to  give  a  trial  performance  before  the 
"comisarios,*'  generally  twenty  days  before  the  festival, 
and  the  "comisarios'*  always  reservedthe  right  of  insisting 
upon  the  appearance  of  such  players  as  they  thought  espe- 
cially desirable  and  obliging  the  autor  to  hire  players  for 
this  purpose.  Thus  in  1585,  when  Caspar  de  Porres  was 
to  represent  the  three  autos  in  Madrid,  the  "comisarios" 
agreed  to  furnish  him  with  the  three  cars  provided  with 
invenciones,  etc.,  in  such  manner  as  the  said  Porres  may 
require,  but  "he  is  to  provide  the  personages  and  figures 
which  are  to  represent  in  the  said  autos  with  new  cos- 
tumes, and  if  necessary  to  provide  another  simple  [a  char- 
acter which  afterward  developed  into  the  ^radojo]  besides 
the  one  whom  he  has  in  his  company,  and  he  must  give  a 
trial  performance  of  the  said  autos  twenty  days  before 
the  said  festival,  for  all  of  which  he  Is  to  receive  400 
ducats.  .  ,  .  And  besides  this  he  Is  to  receive  a  license 
from  the  Council  to  represent  two  days  in  each  week  (not 
counting  feast-days)  from  Easter  (Pascua  de  Resurrec- 
cion)  till  Corpus  Christi,  and  no  other  autor  de  comedias, 
Spaniard  or  foreigner,  shall  be  permitted  to  represent  in 
Madrid  during  the  said  time."'  Moreover,  the  *'comis3- 
rios"  were  to  be  furnished  with  a  list  of  the  players  in  thf 
company,  and  they  could  compel  any  player  whom  they 
desired  to  be  brought  from  wherever  he  might  be,  to  take 
part  in  the  autos,  and  this  was  to  be  done  at  the  expense 
of  the  manager  of  the  company.'     Frequently  a  player 

'  Pirtz  Pastor,  Nuevet  Datos,  pp.  jjj,  334,  *  ibid.,  pp.  uj,  ||<, 

*"Ed  la  villa  de  Madrid  k  quince  dias  del  met  Ae  Mario  dr  (nil  J 
ititcientos  y  vtitAt  y  noeve  aiios,  loi  stiiorcs  Liccnciado  Metch«r  Jt 
Molina,  del  Coaaejo  y  Cimara  de  au  Mag:estad,  D.  Francisco  de  Brixvitl* 
y  Cirdcnai,  Corr«gidor  dc  la  dicha  villa,  Francisco  Ennquez  de  Villi* 
corte  y  Don  Francisco  de  Sardeneta  y  Mendoza,  rcjiridores  de  la  dttha  vi"' 
y  comisarioa  para  laa  fiesta)  del  Santisimo  Sacratnento  de  e«c  aaa-- 
Acordaron  que  tos  autos  que  se  han  de  hacer  para  el  dlcho  dia  »e  drn  i 


AUTOS  IN  1593 


301 


bound  himself  not  to  leave  Madrid,  but  to  "remain  in 
his  house  as  a  prison,  so  that  he  may  take  part  in  the 
Corpus  festival."^ 

A  nninute  description  of  the  autos  entitled  Job  and 
Santa  Catalina,  represented  by  the  company  of  Caspar 
dc  Porres  at  Madrid  in  1592,  is  given  by  Perez  Pastor. 
The  costumes  to  be  worn  are  described  in  great  detail : 
Job  is  to  wear  a  long  coat  of  purple  damask  and  a  hat 
of  taffeta,  and  buskins;  God  the  Father  appears  in  a 
tunic  of  sateen  or  taffeta  of  gold  and  purple,  with  a 
cloak  of  white  taffeta,  etc.;  and  In  the  auto  of  Santa 
Catalina  there  are  to  be  three  gallants  dressed  in  the 
Roman  fashion,  with  coats  of  mail,  etc.  It  is  agreed 
that  the  rehearsal  is  to  be  given  twenty  days  before 
Corpus,  and  each  auto  Is  to  have  an  entremes;  the  city  to 
furnish  the  cars,  prepared  and  painted  at  its  own  cost, 
with  all  the  inventions  necessary  for  the  representation, 
and  the  wheels  greased  with  lard  or  tallow,  so  that  the 
cars  can  be  moved  from  place  to  place.  Porres  received 
600  ducats  for  the  representation,  and  each  player  was 
furnished  with  a  candle.* 

Birtolom^  Romero  y  Roquc  At  Fif^ueraa,  autoret  de  comedisi,  k  cada  uno 
lo4  do*,  obligandote  y  dando  fiansas  de  que  haran  la»  dichoa  autoi  en  la 
forma  acoitunibrada  y  con  (jur  para  la  Pascua  d«  Resurreccloti,  ^ntei  6 
drtpuet,  quapdo  se  lea  nandare,  hayaa  de  dar  quenta  de  sui  compaiiias, 
y  fi  para  bicer  Eas  dichaa  fiettas  les  faltare  6  pareaciere  i  los  dichn 
krnore*  ion  necesanoi  algunoi  peraonajes,  hombrea  d  mugerea,  hayan  de 
recibir  lot  que  le  lea  ordenare,  trayendolos  k  au  coita  de  qualesquier  pane* 
donde  «ituviereD,  dandolea  dcapachos  para  ello,  y  1o  leiiaUron."  {tbid,, 
p.  lii.)  Thrte  years  before  thia,  at  the  Corpua  festival  of  i6a6,  Aadrea 
dc  la  Ve^a,  an  aulor  dt  tnmtdiat,  wa«  required  to  provide  ano-ther 
gfon^tft  in  the  place  of  the  one  then  in  his  company,  and  Criat6bal  de 
Aveodafio,  the  other  autor  repreaenting  tKe  fcatival,  had  to  fubstituie 
anmhrr  actrcat.    (Ibid,,  p,  aio.) 

*  la  till  Baitolomi  dc  Roblc>  and  Micaela  Lopez,  his  wife,  vrere  en- 
gtgtd  to  act  Id  the  aulai  of  Corpus  of  that  year  in  Madrid,  and  bound 
tWTn*elve»  not  to  leave  the  city  "dejando  el  primero  su  caaa  por  carcel, 
^ra  trabajar  ambos  durante  lai  ficita*  det  Corput  en  la  corte."     {Ibid., 

*Tl»e  imponaoce  of  this  document  may  justify  tta  Insertion  here  in  full: 
"4  Marm  i$9a<  ObligacJon  de  Gaipar  de  Porrei  para  hacer  doa  autot. 
En  Is  villa  de  Madrid  i  dos  diaa  det  met  de  Marxo  de  mil  y  quimeoiot  jr 
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Of  these  autoi  sacramentales  four  were  representee 
annually  at  Madrid,  beginning  with  this  year  (1592), 
as  nearly  as  we  can  determine  j  prior  to  this,  as  we  have 
seen,  the  number  varied.  Two  autores  de  comedias  were 
chosen  by  the  "comisarios,"  each  company  representing  two 
auios,  which  took  place  at  Corpus  Christi  on  the  evenings 
of  Thursday  and  Friday,  and  for  which  each  autor  (dur- 

noveota  y  dos  aiioi  por  ante  mi  el  escribaiiD  publico  e  cestigtM  de  yuw 
cacritoi  parccieron  prcsentes  Gaapar  dc  Parrea,  autor  de  comediu,  esuDtc 
en  esta  eorte  caraa  principal  deudor  y  abligado,  y  Geronima  Vclazquei 
delta  villa  de  Madrid  coma  su  flador  y  principal  pagador,  y  ambos  i 
dot  juntamente  y  de  mancomun.  .  .  .  Otorgaron  que  se  obfigabao  y  obli- 
garon  que  cl  dicho  GaspAf  dc  PorreS  faari  pam  ta  licsta  del  Santisimo 
Sacramento  dc«te  preseote  ano  de  novenu  y  dos,  do)  autos,  el  uno  dr 
Jeh  ta  que  eotreo  lu  figura  cdq  un  gabao  de  damasco  morado  y  ua 
•ombrero  de  tafetan  y  tua  borceguies,  quatro  hijos  con  quatro  baqucroi  de 
damasco  y  brocatel  con  sua  manlos  de  colores  con  aui  locadoa  y  borceguiei 
y  un  criado  cod  una  tuniccia  de  damasco  con  su  tocado,  y  loi  denia> 
■irvientes  que  aon  tres  paitorea  ntn  iui  pellicos  de  damasca  de  culorn. 
caperucas  de  lo  mismo  y  ^araguellei  y  cami«as  de  eaniqui  blancas;  tr« 
amigos  can  trei  tunicelas  de  damasco  y  lus  mantos  de  tafetan  y  tocado) 
y  borceguies^  y  quatro  virtudes  con  quatro  tunicelas  de  tafetan  coo  cotat  j 
fsldones  y  sua  tocados  y  cai^adilEas;  su  muger  de  Job  con  un  mongil  a  (o 
judaico  de  raio  Iconado  con  sus  tocaf,  el  demonio  principal  coo  uaa 
tuniceta  de  tafetan  negro,  cota,  faldin  y  cat^adilta,  y  )o«  otros  tret  de- 
motiios  COD  trcs  ropas  largai  tnuy  blen  pintadas  de  bacaii,  y  uba  figuia  dc 
Di09  Padre  con  una  tunlcela  de  raso  o  tafetan  que  tenga  oro  y  morado 
y  una  capa  de  tafetan  bianco,  y  una  figura  de  un  angel  coma  *e  sueir 
veitir:  y  otro  auto  de  Santa  Catalirta,  en  que  haya  tres  galanes  vestidoi  a 
lo  romano  con  cotas  y  faldonea  y  tocados  con  monteras  de  terciopelo  y  raas 
con  sua  mantoi  y  cat^adillas  y  borceguEes:  la  figura  de  Catalina  con  un 
vcstido  a  lo  romano  corto  de  tela  y  tocado  a  lo  romano;  la  crlada  tanibien 
a  to  romano  de  damasco  o  de  raso;  dos  senadores  con  dos  tunicelas  de 
damasco  y  encima  dos  ropai  dc  terciopelo  de  colorci  con  sui  tocado*  a  \*> 
fomano  o  gorras;  otras  dos  con  dos  baqueros  y  mantQ»  y  tocados  y  borce- 
guies;  y  una  ligura  de  Santo  Domingo  y  »u  companero  con  sus  habitM 
acostumbradoa  de  estatnena ;  una  figura  de  Christo  con  un  sayo  haqucro 
bordado  con  unas  cifras  que  declaren  la  figura,  y  el  tocado  ni  mat  n 
menoa,  y  un  angel  en  habito  de  paxe  de  la  misma  manera  que  taliert  el 
cbristo  salvo  que  no  ha  dc  llevar  bordado  el  baqucro.^ — Una  figura  del 
niiio  Jeads  con  su  tunicela  de  tafetan  o  raso  que  tcnga  oro  con  las  inaigoia* 
de  la  paaioEi,  y  la  misroa  figura  de  Christo  ha  de  salir  otra  vex  de  rcNT- 
reccion  de  la  forma  que  ae  piota,  y  una  figura  de  la  madre  de  Diot  cmm 
le  pinta  la  imagen  del  roaario  veatida  de  damaaco:  loa  quates  dicho*  auioi 
vestidos  los  dichos  pcrsonajes  coma  esti  dicho  ha  de  ler  i  contenu  J 
aatisfaccion  del  Sefior  Licenciado  AlonsO'  Nunez  de  Bohorques  del  Coowj* 
de  su  magestad  y  comisario  de  laa  cosaa  dc  e»ta  villa  y  de  lot  aeoom 
eorregidOT  y   comisarios  por  ella   nombrados  y  ha   de   dar   lat  muestni 
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ing  the  first  half  of  the  seventeenth  century,  at  least)  re- 
ceived 600  ducats.^ 

It  appears  that  at  first  (in  Madrid,  at  all  events)  the 
auto$  were  represented  in  the  morning,  and  that  a  change 
was  made  by  the  Council  in  1586,  which  commanded  that 
the  performances  at  the  festival  of  Corpus  Christi  be  held 
in  the  afternoon,  On  April  17,  1587,  the  President  of 
the  Council  was,  however,  petitioned  to  continue  the  order 
of  the  preceding  year,  "as  experience  had  shown  how 
much  more  advantageous  this  was,  and  with  how  much 
greater  solemnity  the  procession  and  the  divine  offices 
were  conducted,  which  took  place  on  that  day."  On  May 
25,  1587*  however,  it  was  resolved  that  the  representation 


vfipte  di«  »nte«  de  la  dkha  fietta  o  el  dia  que  el  diebo  senor  comUarto 
let  ordeoare  y  en  cada  auco  ha  de  hacer  un  entreraes  i.  contento  de  loi 
dichos  aeiiflrrs  y  ha  de  representar  el  dicho  dia  del  sacramento  en  la  parte 
y  lugar  que  ios  jenorrs  dtl  Conscjo  les  ordrnaren  y  mandarfn  ora  sea  por 
la  mananai  ora  por  la  tarde,  y  de  alti  ha  de  ir  A  las  dennas  partes  y 
lugareis  donde  el  dicho  lenor  comiiarto  le  ordenare  por  lus  autos  Ain  salir 
del  ambitu  dc  !a  procciton  y  el  viernes  siguiente  ha  de  representBr  a  etta 
vilU  en  U  plaza  de  San  Salvador  y  de  all!  adonde  le  mandare  el  dicho 
■efior  comiiario,  y  le  ha  de  dar  eata  villa  loi  carroi  aderrzado»  y  pintadoi 
i  cofta  della  con  laa  invenciones  que  fueren  neceaarias  para  laa  dichat 
representadoncs  y  uniados  con  sebo  o  manieca  para  que  puedan  andar 
dicho  dia  por  laa  partem  que  tian  de  andar  y  de  atli  Ios  ha  de  hacer  «acar 
et  dicho  Gaipar  de  Porres  y  traerlos  pot  las  partes  y  lugares  que  te  le 
ordenare  y  mandare  y  voIvcIIdh  i  la  dicha  obrcrja  cl  vicrnes  en  la  noche 
y  emregallof  h  Pedro  de  la  Puente  obrero  delb,  y  derna*  desfo  le  ha  de 
dar  la  dicha  villa  leiicienioa  ducadoi  en  dineros  pag^adot  loi  dos  partei 
luego  y  la  oira  tercia  parte  la  rciicad  el  dia  que  die  re  la  muestra  y  la 
otra  mftftd  acabada  la  dicha  fiesta,  ye  le  han  de  dar  una  vela  para  cada 
una  de  loi  repreiemantes  que  hicieren  las  dichas  representaciones,  y 
de'nsat  desio  han  de  representar  en  eita  corte  el  dicho  Caspar  de  Forres  y 
Rodrtgo  de  Saavedra  que  tiene  Ios  otros  dos  carros,  desde  el  lunes  de 
C»»iTn«do  haiiji  cl  dicho  dia  del  Sacramento  sin  que  otro  ningun  autor 
pueda  repre«enlar,  y  se  ha  de  procurar  licencia  del  Conaejo  para  que 
repreaenieo  dnde  el  segundo  dia  de  Pascua  de  Resurreccion  haita  el 
daasiago  de  Casimodo,  y  se  obtigaron  de  hacer  y  que  harin  la  dicha  fiesta 
dc  la  manera  que  dicha  es  sin  que  haya  falta  alguna  y  si  alguna  hubiere 
que  i  •«  coita  le  pueda  hacer  y  haga  y  sc  bu«quen  veitidos  y  personas  que 
bagaia  las  dichas  figuras,  y  por  1o  que  totiare  sc  les  pueda  executar  y 
execttte  pot  solo  el  juramento  de  qualquiera  de  Ios  dichos  srnores  comisa- 
rioa  de  la  dicha  villa  {iigutn  fat  ttguridadet)."  (Vim  Pattor,  Nutvot 
£/ml*i,  pp.  39-3),) 
*  See  above,  p.  aoo. 
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on  Friday  should  take  place  before  the  Ayuntamiento  of 
the  city  in  the  morning,  beginning  at  seven  o'clock.^  In 
1600,  when  the  autos  of  Madrid  were  presented  by  the 
companies  of  Melchor  de  Villalba  and  Gabriel  dc  la 
Torre,  the  performance  on  Thursday  took  place  in 
the  afternoon,  first  before  the  Council,  and  afterward 
"wherever  they  may  be  ordered  to  perform."*  Begin- 
ning on  the  afternoon  of  Corpus  Christi,  the  autos  con- 
tinued through  the  whole  of  the  following  day  (Friday). 
In  1609,  when  Alonso  de  Heredia  represented  the  autoi 
in  Madrid,  he  was  required  to  perform  them  until  two 
o'clock  in  the  morning.  With  each  auto  an  entremes 
was  to  be  given,^  and  in  161 8,  when  the  autos  were 
presented  by  Baltasar  Pinedo  and  Hernan  Sanchez  dc 
Vargas,  it  was  agreed  that  "each  one  of  the  autores 
was  to  produce  two  autos  and  to  have  them  composed 
at  his  own  cost  and  approved  by  the  ordinary,  fur- 
nishing also  with  each  auto  an  entremes,  and  presenting 
them  with  new  costumes."  They  were  to  give  a  re- 
hearsal ten  days  before  Corpus,  and  on  that  day  they 

'Pirez  Pastof,  Nutaot  Datos,  p.  19. 

'IbiJ.,  p.  51,  It  appears  (hat  nt  (he  Corpus  festi-cal  in  Seville  id  15SJ 
no  )c»  than  geven  antpt  were  represented:  El  Testaments  del  Sfner  hy  iht 
company^  of  Alonao  dc  Capilla;  El  Canvite  que  kizo  el  Rey  Salomon  a  I* 
Rrina  Saha  by  Juan  Bautiata ;  £/  Triunfa  de  la  Verdad  by  Diego  FineiJi; 
Santa  Felidtat  y  oiros  Mdrtiret  by  Marcos  de  Cardenal;  La  Mutrte 
de  OriaM  y  Casamunto  dt  David  con  Belhsabee  by  Tomas  Gutietrti; 
Cuando  Nuejtra  SeHora  laliA  de  Egipto  para  Galilra  by  the  com- 
pany of  Juan  Gonzalez;  and  Cosine  de  Oviedo  represented  £^/  Ettti* 
del  Hombrt  detde  ta  Juvtntud  hatta  que  triutifa  fa  Murrle,  (Saoebff 
Arjona,  Anales,  p.  68.)  In  ijgj  five  autos  were  represented:  two  h» 
Pedro  de  Saldana,  two  by  Alonso  de  Cisneros,  and  one  by  Totnais  G«ti<- 
rrez.  {Ibid.,  p.  74.)  In  general,  however,  four  autot  were  rcpre»eDirJ 
here  also  each  year.  In  1591  there  appeared  in  the  representation  ti 
Corpus^  in  addition  to  the  autoi,  a  "carro  de  apariencian,"  brought  out  1*^ 
Juan  Bautista  de  Aguilar,  on  which  Juan  Agustin  de  Torre*  ^nd  Amotao 
Veloco  **peff"'''"*d  sleight-of'hand  tricks,  with  living  birds,  in  the  man"" 
of  the  ItaUans,"  "y  con  una  armada  de  galeras  y  otras  piezas  de  i'i'P 
tnuy  curiotas,  coti  lu  musica  y  lomancei  y  letras  tt  Eo  divino  con  un  ">■ 
t rentes  gradoso."  (Ibid,,  p.  82.)  For  four  auttts  repreiented  by  Pit** 
dc  Santander  in  1596,  he  received  iioo  ducats,    (tbtd.,  p.  ^) 

*  ibid,,  p.  112. 
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were  to  represent  from  noon  until  ten  o'clock  at  night, 
and  on  Friday  from  ten  in  the  morning  till  midnight,  in 
such  places  as  should  be  assigned  to  them.  In  this  case, 
besides  providing  the  cars  (carros)  and  paying  to  the 
autores  600  ducats  each,  the  city  agreed  to  furnish  a  wax 
candle  of  half  a  pound  to  each  actor  and  two  wax  candles 
of  one  pound  each  to  the  autor  and  autora.^  In  1621  it 
was  stipulated  that  Pedro  de  Valdes,  who  presented  two 
of  the  autos,  "is  to  represent  on  Corpus  day  from  two 
in  the  afternoon  till  midnight,  and  on  Friday  from  six 
o'clock  in  the  morning  until  midnight,  and  if  he  repre- 
sent on  Saturday,  he  is  to  receive  the  customary  gra- 
tuity." Besides,  his  company  and  that  of  Cristobal  de 
Avendano  (who  presented  the  other  two  autos)  were  to 
have  the  exclusive  right  of  performing  in  the  theaters  of 
Madrid  from  the  date  of  granting  the  license  until  Corpus 
Christi.' 

As  already  stated,  the  Corpus  Christ!  celebration  al- 
ways began  with  a  procession  through  the  streets  of  the 
city,  and  the  stopping-places  where  the  autoi  were  to  be 
represented  were  designated  by  the  civic  authorities,  who 
provided  the  carros.  In  Seville,  in  1609,  the  autos  were 
first  to  be  represented  *'before  the  Most  Holy  Sacra- 
ment, and  afterward,  during  the  whole  of  that  day  until 
the  bell  for  evening  prayers  rings,  going  through  the 
streets  along  which  the  procession  passes,  and  if  any  car 
should  break  down,  the  actors  and  all  the  paraphernalia 
for  the  representation  are  to  wait  on  the  spot  for  two 
hours  until  the  car  be  repaired,"  and  the  places  for  repre- 
sentation are  designated  "in  case  a  car  cannot  proceed 
because  one  in  front  of  it  be  broken  down."  *    Besides  the 

*Pitti  Pitior,  Nuevoi  Datoi,  p.  166.  'ibid,,  p.  iSS. 

•"Si  en  «lgun  carro  »e  qucbfasc  alguna  fufda  vini^ndo  drtri)  Crtro 
raffo  que  \isty»  tnetieitcr  pasar  adelantE,  ai  le  quebrase  eo  la  caMe  dc 
G^fM>va,  le  bayan  de  lacar  A  la  pUza  dc  San  FrRncisco;  y  ti  «n  la  calle 
4r  tm  Sierpt,  i  li  cm  rids  de  la  ancho  de  la  circel  6  i  la  dicha  plaia  de 
8«B  FraDciMo;  y  li  fuere  i  Im  Sileros,  le  iiquen  i  la  plizuela  que  eiti 
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representations  which  were  to  be  given  on  the  day  of 
Corpus,  another  was  to  be  given  in  the  Plaza  de  San 
Francisco  on  the  following  Monday,  and  it  was  cjtpressly 
provided  that  no  player  was  to  pass  from  one  car  to 
another,  but  that  each  car  be  furnished  with  all  necessary 
actors.  Each  auto  had  to  be  accompanied  by  a  new  en- 
tremes,  and  a  rehearsal  had  to  be  given  thirty  days  before 
Corpus. 

In  addition  to  the  600  ducats  received  by  each  autor 
(sometimes  this  sum  was  350  ducats  for  each  auto,  as  in 
Seville  in  1609)  for  his  two  aulas,  a  prize  of  100  ducats 
was  generally  awarded  by  the  city  to  the  autor  de  come- 
dias  whose  company  gave  the  best  representations  with 
the  finest  costumes,  and  sometimes  various  sums  were 
awarded  to  individual  players. 

It  was  greatly  to  the  advantage  of  the  manager  of  a 
company  to  be  selected  to  represent  the  autos  in  Madrid, 
for  besides  the  large  sum  received  therefor,  he  and  the 
other  manager  so  selected  were  also  granted  the  sole  and 
exclusive  privilege  of  representing  comedias  in  the 
Madrid  theaters  from  the  day  on  which  he  received  the 
license  (generally  Easter)  until  Corpus  Christi."^  When 
the  court  was  in  Madrid  it  was  generally  necessary  to 
give  additional  representations  of  the  autos  on  the  fol- 
lowing Saturday,  for  which  a  gratuity  was  always  received 
by  the  manager  of  the  company.^  It  was  an  invariable 
condition  that  the  autos  represented  in  Madrid  and  Seville 
should  be  new  and  should  never  have  been  seen  before' 
The  remuneration  received  by  poets  for  writing  autos 
doubtless  varied,  as  did  their  honorarium  for  comedias. 
but,  being  a  shorter  composition,  the  amount  paid  wis 


frctite  dc  la  botica ;  y  si  en  !a  calle  dc  Cnrpioteros,  i  la  pla^urla  dt  Sm 
Salvador,  para  que  »t  aderccen  y  proaigan  la  rcpiesentacion."  {Sanehf 
Arjona,  /i  nates,  p.  t;?.) 

'  Pcici  Pastor,  Nufvat  Datot,  pp.  49,  5a,  taj,  13a,  i6a,  iSS  et  passim. 

'Ibid.,  pp.  in,  123,  129  ft  patsira. 

*  Sanchez* Arjoni,  Attatft,  pp.  jij,  tjfi,  atj. 
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much  less  than  for  a  comedia.  In  i6ii  Lope  de  Vega, 
then  at  the  height  of  his  popularity,  received  1200  reals 
for  four  autos  represented  at  the  Corpus  festival  of  that 
year  in  Seville.'  In  161 8  Bartolome  de  Enciso  received 
200  reals  for  an  auto  entitled  La  Montanesa,  while  Jusepa 

'Three  years  before,  in  1608,  Lope  had  also  written  the  four  autot  vrtiich 
were  fepfcicnied  at  Madrid  in  that  year:  £/  Adultrria  de  ta  Eipoia  and 
El  Cebaltero  del  Fenix,  performed  by  the  company  of  Juan  de  Morales 
MedraQO,  and  Los  Catamitntot  de  Jottph  arvcf  La  IViiitz  de  Crisio,  by  the 
company  of  Alonso  Riquelme.  The  scenic  appliances  of  the  tarroa  are 
tiitts  described: 

"Para  cl  amo  del  Adviuria  de  ta  Etpotar 

—En  el  medio  csrro  en  lo  alto  ha  de  haber  una  nubc  6  globo  que  le  abra 
eo  quartos  i  mods  de  azttcena  que  sea  baitantc  para  que  quepan  tresi  per- 
lonas  dentro;  ha  dc  estar  pintado  de  azul  y  estrellas,  en  este  medio  carra 
ha  dc  haher  pincados  algunos  pesos  y  llamas  de  fucgo  porque  es  el  carra 
de  la  Justicta  divina. 

— En  el  otro  medio  carro  ha  de  haber  en  lo  alto  un  trono  i  modo  de 
captlla  &  yglesia,  porque  aqui  se  ha  de  repretentar  la  tglesia ;  ha  de  haber 
un  dragon  de  siete  cabczas,  si  pudicrc  ser,  echando  fuej;o  por  las  bocas, 
y  ti  no  pudicrc  ser  vivo,  sea  pintado;  cmc  capilla  ha  dc  ser  bastantc  para 
qvK  en  ella  est^  una  muger  sabre  este  dragon. 

— En  este  medio  carro  ha  de  haber  dos  bofetofies  que  talgaa  coo  dot 
hombres  haita  la  mitad  de  loi  carros  y  loa  vuelvan  arriba 

— Ks  de  haber  unas  plomadas  para  subir  una  muger  arriba,  Diri  cl 
inodo  de  eita  invencion  Jaraba,  cobrador  de  la  comedia. 

"Para  el  auto  del  Cabatlers  del  Fenix: 

~En  el  medio  carro  scan  quatro  bastidores  sobre  [a  caia,  que  te  abran 
en  la  freme  del  carro:  este  una  mesa  con  astenio  y  sea  todo  to  alto  un 
gnerto  con  una  pena  sobre  que  pueda  estar  un  Angel. 

— El  otro  medio  carro  «ea  un  CloJMi  pintado  de  mar  y  tierra  por  defuera 
f  per  dentro  de  tinieblas,  con  un  tol  y  tuna  ecltsados  y  sangriento*,  una 
crvs  graode  en  medio  sobrc  un  calvario,  bastante  a  que  este  echada  en  ^1 
■as  figura. 

"Para  el  auto  de  Los  Casamitntot  de  Jotfph: 

—El  medio  carro  sea  un  Palacio  con  un  corredor  y  un  altar  con  unoi 
ydotos:  tea  el  Palacio  cl  mas  rico  que  sea  posible,  y  a!  puede  estar  en 
medio  de  quatro  corredorcs  la  capilla  del  altar  que  dije,  seri  mejor. 

—El  otro  medio  carro  tenga  un  cielo  sebre  Is  C3»a  con  una  tuhida  por 
dftidt  pueda  descender  del  y  volver  i  ^l  uaa  figicura.  Si  hubtcrc  pintura 
por  defuera  sea  cl  Carro  de  Pharaon  y  Joseph  en  el  vestido  de  Rey. 
Haya  una  meaa  con  invcncion  para  que  los  platos  que  est^n  en  ella  te 
draapareican  i  la  vista. 

"Para  el  auto  de  La  NiHez  dr  Xpo: 

—En  et  medio  carro  sea  un  templo  con  asientos  y  una  iilla  en  medio; 
banle  de  eubrir  quatro  bastidores  que  se  cayman  A  su  tiempo. 

— ^El  otro  medio  carro  ha  de  ser  un  jardin  y  una  palma  ea  medio  del  con 
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Vaca  and  her  daughter  Mariana  de  Morales  were  paid  a 
gratuity  of  300  reals  "por  lo  bien  que  en  el  trahajaron,"' 
and  in  the  same  year  Salustio  del  Poyo  received  200  reals 
for  Las  Fuerzas  de  Sanson.^ 

No  expense  seems  to  have  been  spared  in  the  prepara- 
tion of  the  aulas,  which  were  presented  with  a  splendor 
of  decoration  and  costume  that  must  have  greatly  pleased 
the  fopulacho,  especially  as  these  representations,  being 
on  the  streets  and  in  the  public  squares,  were  free  to  all. 

For  the  representation  of  £/  Naufragio  de  Jonas  pro- 
feta,  at  Plasencia  in  1578,  a  large  stage  was  built  in  the 
square  of  the  city,  and  upon  It  a  tank  was  constructed  sixty 

todos  lo»  pasos  de  la  Pasion  por  razimoa  d  en  cada  razima  de  ditilei  c1 
tuyo:  tcnga  el  tronco  como  c»calera  por  que  se  pueda  sublr,  y  tea  muy  aitt: 
eat£  una  cabana  paxiza  i  ud  (ado  y  una  fueace.  Pongase  ojydado  en  este 
porque  ei  notable.  Si  hubiere  pintura  por  de  fuera,  aea  toda  de  dIdoi 
aagelitos,  ocupadoa  en  diveraoi  jucgoi  de  muchachos. 

"Fintura  de  los  carroi  para  la  fietia  del  Santiiimo  Sacramento  dean  ano 

de  160E. 

"Cottdidones  de  la  pititura  de  hi  carroi : 

— Hanae  de  pintar  loi  carros  a  coDtento  del  acBor  Corregjdor  y  comiaa- 
rios,  etc. 

^Hanie  de  pmtar  ocho  medios  carros  conforine  los  autaa  \o  requiereii 
delloa  dc  arquitcctura  bien  ordenada  y  compucata  y  colorlda  dc  cdIoic* 
finoi  y  &  cada  arquiteaura  de  carro  confornie  la  hiatoria  del  auti>  fa  re- 
qulere. 

— Hanse  de  pintar  todaa  las  aparienciaa  dentro  y  fuera  de  los  carrot  y 
todo  lo  que  ae  hubiere  de  hacer  demia  de  \o  dicbo  conforme  lai  menioriai 
que  tienen  dadas  Rlquelme  y  Morales,  autorc*. 

— Han  de  ir  laa  puertai  de  lot  carros  pintadaa  conforine  loa  carrot  lo 
requleren,  cada  una  diferente  de  la  otra,  con  sun  prinazoa  y  cruzerm  ctiD- 
trahechaB  al  natural,  y  U»  ventanaa  han  de  ir  contrahechas  i  ventaoa* 
naturales,  unai  diferentea  de  otras. 

— Han  de  ir  lo4  rodapiea  de  loa  carros  pintadaa  cada  uno  confonnc  il 
carro  que  ha  de  ir  pueato  y  que  sea  conforme  i  lo  de  arriba. 

"Hanae  de  dorar  todos  toa  remates  de  loa  carros  y  pintar  loi  balunrta 
y  Ycrjuclaa  de  azul  iiDO,  y  dorar  loa  botoncillos  deltas. 

—Han  de  ir  enloaados  de  pintura  y  enladriHadoa  con  lua  colorea  Im 
tuelos  de  los  carros  donde  se  ban  de  representar  altos  y  baaoa,  y  lo*  da* 
medios  carroi  que  ae  anaden  ae  ha  de  hacer  lo  mlsmo. 

— Haae  de  dar  de  azul  la  reja  donde  se  pone  la  Cuitodia  en  la  P1»* 
de  Santa  Maria  y  dorar  las  manzanas  della,"  etc.  (Pireii  Pastor,  Nutf*' 
Datos,  pp.  ioS~icK),) 

'  Sanchez-Arjona,  Ei  Teatro  en  Stvitia,  Madrid,  18S7,  p.  jo). 

*lbid.,  p.  i9j, 


LOS  MEDIOS  GARROS 

feet  long  and  twenty  feet  wide,  which  was  filled  with 
water,  upon  which  a  ship  Boated,  with  its  sails  and  tackle, 
large  enough  to  hold  a  number  of  sailors  and  passengers,* 

At  an  early  period,  however,  the  autos,  besides  being 
performed  in  the  public  squares,  were  also  represented 
at  the  theaters.  On  June  22,  1601,  we  find  that  Gaspar 
de  Porres  presented  autos  in  one  of  the  theaters  of 
Madrid,  and  on  the  next  two  following  days  we  read: 
"Autos  a  los  semaneros  en  el  teatro."^  Besides,  autos 
were  frequently  represented  privately  before  the  King,  as 
in  June,  1609,  when  Domingo  Balbin  and  Alonso  de 
Heredia  presented  the  autos  of  that  year  before  Philip 
the  Third  in  the  Escurial.^ 

The  cars  were  beautifully  painted  and  were  frequently 
of  great  magnificence;  in  161 1  the  amount  paid  for  paint- 
ing them  was  1350  reals,* 

The  number  of  cars  for  the  autos  seems  to  have  varied: 
to  represent  four  autos,  eight  medios  carros  were  re- 
quired, as  we  have  seen  above,  in  the  case  of  the  aulas  of 
1608.  In  1619  we  read  of  "eight  medios  carros  on  which 
the  representation  is  to  be  given,  to  be  handsomely 
painted,  and  .  ,  .  likewise  the  four  medios  carrillos 
which  are  put  in  between  for  the  representations,"^  and 

'"En  l»  fiestai  del  dU  dc  Corpus  ChrUti  de  aquel  aoo  tt  hita  en 
medio  dc  ta  plaza  un  gran  lablado^  <]ue  parecia  hecho  para  muchos 
dlat,  y  in  la  alio  un  mar  de  seaerrta  pies  de  longitud  y  veinte  dc  lati- 
tud,  con  abundancia  de  agua  que  con  mucho  aitificio  habiitn  hecho 
vubtr  alii.  £n  el  mar  estaba  una  muy  lucida  nave,  con  sua  -velas  y  jarcia*, 
de  tanta  grandeza  que  citabnn  dertro  mucho*  marincroi  y  pasajeros 
vratidot  de  librea.  Aqui  «e  represent6  el  Naufragio  de  Jonds  prof  eta,  y  ae 
f\6  U  nao  Ir  por  el  agua,  con  la  qual  hubo  gran  conmiTcion  y  (ormenta 
coo  artificio  de  p^lvora  que  dcbajo  del  tabl«d«  «e  ensutdid."  (Saochez' 
Arjona,  p.  97-) 

*  Bmttetiti  tSifpaniqtte  (1907),  p.  j6j. 

*  BuUtlin  Hhpamqite  (1907),  p.  ]7i. 

*  Nutvoi  Datot,  p.  1 2 J. 

*"St  obljga  i  pintsr  Joa  echo  medit>»  csrroi,  en  que  se  hace  U  represen- 
taeion,  de  pinturas  Bn»%  ■  •  ■  y  lambien  en  lot  quatro  medios  carrillos  que 
M  meten  en  medio  para  lat  repreientacioDes,"  (Ihid.,  p,  iSa.)  The  term 
medio  rarro  (middle  car)  is  explained  by  a  document  dated  Madrid,  May 
*!<  'f9S'  "Dbligacion  de  NicoU»  Granelo,  criado  de  S.  M.,  pimor    resi- 
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in  1620  a  medio  carro  was  built  "with  its  two  bridges, 
upon  which  the  stage  is  to  be  placed,  and  the  stage  is  Co 
have  the  same  form  as  it  has  In  the  others  [i.e.,  cars] 
with  its  balustrades  and  railings."* 

That  a  stage  was  built  at  the  various  points  along  the 
streets  where  the  auto  was  to  be  represented,  and  that 
the  carros  were  grouped  around  this  stage,  is  evident  from 
many  descriptions  of  the  autos.  Still,  the  word  here  used 
for  stage  {tablado)  seems  sometimes  to  have  the  meaning 
of  scaffold  or  stand  for  spectators.'  It  is  probable  that 
representations  also  took  place  upon  one  of  the  carros,  so, 
at  all  events,  we  should  infer  from  the  fact  that  in  1593 
eight  cars  were  ordered  to  be  painted  for  the  festival  of 
Corpus,  beside  "the  one  in  the  middle  which  serves  for 
the  representations."'  Moreover,  above  (p.  308)  wc 
read  of  the  "floors  of  the  cars  on  which  they  are  to  act." 
Perhaps  it  was  the  custom  to  set  up  the  stage  on  the 
bridges  of  one  of  the  cars,  as  was  done  in  1620,  as  we 
have  just  seen.     When  Rios  represented  a  comedia  and 

dcme  en  Madrid,  de  hacer  la  pintura  de  loa  %  carro*  que  mts  ViHa  hmct 
para  la  lieaca  del  SaDCisitno  y  )a  del  'que  lirve  en  medio  para  las  repre- 
tentacioncs,'  en  prccio  de  230  ducadoa"  {ibid,,  p.  33),  and  another  record 
dated  Madrid,  April  5,  159;:  "Fianza  de  Pedra  de  la  Puente^  ohttta  de 
1>  villa  de  Madrid,  en  favor  de  Pabricio  Castello,  pintor  de  su  Magettad, 
que  hari  la  piniura  de  los  ocho  carros  que  esta  villa  hace  para  la  fiesta 
del  SantisimO  SaCrarncnro  deite  pre>en(e  ano  dt  noventa  y  cinco.  asi  lot 
cuerpos  priacipales  coroo  el  que  airve  en  medio  para  Ia«  represeniacionef." 
(Ibid.,  p.  34].)  For  the  auto  entitled  El  Meson  del  Alma,  repreieoted  11 
Seville  in  1607  by  the  company  of  Riquelnie,  the  followinK  descripdon  af 
the  media  carro  was  furnished  by  the  city  authorities:  "Para  el  auto  El 
Mesan  dfi  Alma  ae  dispuso  que  eti  un  medio  carro  ha  de  haber  una  cut 
grande,  doade  va  loda  la  compania  desie  auto,  con  >us  torres,  chapitrles  y 
rematcs,  en  la  qual  ban  de  ir  pintados  atributos  de  la  Grada  y  Virtude* 
Y  \o  demas  que  dijere  el  poeta.  Item  esta  casa  ha  dc  tener  quatro  lieniM 
en  quadrado  con  la  largura  y  anchura  que  le  conveoga."  (Sanchei- 
Arjona,  AnaSej,  p.  128O 

*  Ibid.,  p.  186.  J  Junto  t£3o.— Candtcionei  de  un  medio  carro  que  ff 
ha  de  hacer  para  lai  fiestas  det  SantTsimo  Sacramento  del  ano  i&so,  *'md 
*U9  dos  pueotes  en  que  ha  de  ir  el  tablado  encitna  y  el  tablado  hi  de  *t 
de  la  misnia  forma  que  esti  en  loi  otfo«  con  tut  baluitresy  a.atepecbo*>" 

'See  Nuevos  Dator,  pp.  13,  14,  17. 

*  Nutvat  Datot,  p.  J5,  and  ibid.,  p.  40:  Abril  isfls-  "Ffanza  para  lo* 
S  carroj  triuafalei  y  el  de  las  reprrjcntaciones  en  las  fiestas  del  Corpui'* 
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an  auto  m  the  village  of  Fuenlabrada  in  August,  1603,  It 
was  especially  stipulated  that  *'el  tablado  se  ha  de  pagar  y 
aderezar  por  cuenta  dc  la  Cofradia-*'*  Here  tablado 
could  only  have  meant  the  acting  stage.  At  the  close  of 
the  first  scene  of  Josef  de  Valdivielso's  El  Peregrino,  an 
auto  published  in  1622,  is  the  direction  "Cierrase  el 
tablado,  y  queda  dentro  la  Tierra"^ 

Calderon's  autos  show  clearly  that  there  were  fixed 
stages  or  tabiados,  the  cars  being  arranged  around  them, 
the  actors  facing  the  select  company  before  which  the 
auto  is  presented,  while  the  great  mass  of  the  populace 
see  only  their  backs.  In  Calderon's  El  sacro  Parnaso 
( 1659)  the  stage  is  referred  to  as  "el  tablado  de  la  repre- 
sentacion,"  and  in  the  same  author's  Quten  hallara  Mujer 
fuerte  (1672),  in  the  "Memoria  de  las  Apariencias,"  we 
read:  "El  segundo  carro  ha  de  tener  tambien  bajada  para 
cl  tablado,  por  donde  pueda  subir  una  muger."^ 

The  properties  on  these  cars  were  of  pasteboard 
(pasta)  and  were  made  '*as  the  poets  requested"  {con- 
forme  lo  pidieren  lo$  poetas).*  The  costumes  worn  by 
the  players  were  of  the  richest  and  costliest  stuffs.  In 
1624,  when  Antonio  de  Prado  represented  two  of  the 
autos  at  Madrid,  it  was  especially  stipulated  that  "he 
shall  provide  the  costumes  for  the  said  autos  and  entre- 
meses,  and  they  are  to  be  of  brocatel  and  velvet  and 
damask  and  sateen,  trimmed  with  gold  passementerie, 
all  new  and  to  the  satisfaction  of  the  com'tsarios."^ 

Like  the  comedia,  the  autos  sacramentales  were  inva- 
riably accompanied  by  bayles  and  entremeses.    Cervantes 

I*  Suevet  Datot,  p.  81. 
'  Gonzalez  Pedroso,  in  Blbt.  de  Autoret  Eip.,  Vol.  58,  p.  loi- 
•/4j(/.,  p.  403.     See  alio  Calderon's  La  N<tve  del  MrrcaJfr:  "baj»  li 
Culpa  al  tablado."     Ibid,,  p.  441,  and  L(t  fina  Jrl  Sener.     IbtJ.,  pp,  464, 
475.     For  an  account  of  the  autet  and  their  representation,   aee  Schack, 
Ct*(huhtr,  etc.,  Vol.  II,  p.   119,  atid  Julio  Monreal,  Cundrat  vitjat,  pp. 
ma%  S,  and  etprciaUy  p.  ajo, 
I  '  l^ittx  Paitor,  Suevoi  Datos,  p.  iSa. 
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gives  a  descnption  of  a  traveling  company  which  was 
representing  the  auto  entitled  Las  Cortes  de  la  Muertt 
in  various  small  towns  during  the  octave  of  Corpus 
Christ!  (we  copy  from  the  excellent  translation  of  John 
Ormsby) ' ; 

Don  Quixote  was  about  to  reply  to  Sancho  Panza,  but  he  was 
prevented  by  a  cart  crossing  the  road  full  of  the  most  diverse  and 
strange  personages  and  figures  that  could  be  imagined.     He  who 
led  the  mules  and  acted  as  carter  was  a  hideous  demon ;  the  cart 
was  open  to  the  sky,  with  a  tilt  or  cane  roof,  and  the  first  figure 
that  presented  itself  to  Don  Quixote's  eyes  was  that  of  Death 
itself  with  a  human  face ;  next  to  it  was  an  angel  with  large  painted 
wings,  and  at  one  side  an  emperor,  with  a  crown,  to  all  appearance 
of  gold,  on  his  head.     At  the  feet  of  Death  was  the  god  called 
Cupid,  without  his  bandage,  but  with  his  bow,  quiver,  and  arroM's; 
there  was  also  a  knight  in  full  armour,  except  that  he  had  no 
morion  or  helmet,  but  only  a  hat  decked  with  plumes  of  divers 
colours;  and  along  with  these  there  were  others  with  a  variety'  of 
costumes  and  faces.    All  this,  unexpectedly  encountered,  took  Don 
Quixote  somewhat   aback,   and   struck   terror   into  the   heart  of 
Sancho ;  but  the  next  instant  Don  Quixote  was  glad  of  it,  believing 
that  some  new  perilous  adventure  was  presenting  itself  to  him,  and 
under  this  Impression,  and  with  a  spirit  prepared  to  face  any  dan- 
ger, he  planted  himself  in  front  of  the  cart,  and,  in  a  loud  and 
menacing  tone,  exclaimed,  *'Carter  or  coachman,  or  devil,  or  what- 
ever thou  art,  tell  me  at  once  who  thou  art,  whither  thou  art  going, 
and  who  these  folk  are  thou  earnest  in  thy  waggon,  which  loob 
more  like  Charon's  boat  than  an  ordinary  cart."     To  which  the 
devil,  stopping  the  cart,  answered  quietly,  "Seiior,  we  are  players 
of  Angulo  el  Malo's  company  [a  theatrical  manager  and  dramatist 
who  flourished  about  1580]  ;  we  have  been  acting  the  auto  of  'The 
Cortes  of  Death'  this  morning,   which   is  the  octave  of   Corpus 
Christi,  in  a  village  behind  that  hill,  and  we  have  to  act  it  this 
afternoon  in  that  village  which  you  can  see  from  this;  and  as  it  if 
so  near,  and  to  save  the  trouble  of  undrcraing  and  dresing  again. 
we  go  in  the  cc«tumes  in  which  we  perform.     That  lad  there  ap- 
pears as  Death,  that  other  as  an  angel,  that  woman,  the  m&nager's 

'  Don  Quixottf  Pirt  II,  chip-  iti. 
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wife,  plays  the  queen,  this  one  the  soldier,  that  the  emperor,  and  I 
the  devU ;  and  I  am  one  of  the  principal  characters  of  the  auto,  for 
in  this  companjr  I  talcc  the  leading  parts.  If  you  want  to  know 
anything  more  about  us,  ask  me,  and  I  will  answer  with  the  utmost 
exactitude,  for,  as  I  am  a  devil,  I  am  up  to  everything."  Belonging 
to  this  company  also  was  "a  mcrry-andrew,  in  a  mummer's  dress 
with  a  great  number  of  beils,  and  armed  with  three  blown  ox- 
bladders  at  the  end  of  a  sticl^." 


The  above-mentioned  Cortes  de  la  Muerte  was  probably 
the  auto  which,  begun  by  Miguel  de  Carvajal  and  finished 
by  Luis  Hurtado  de  Toledo,  was  published  in  1557, 
and  represented  in  Seville  in   1570  and  again  in  157 1.' 

As  in  the  performance  of  comedias,  there  was  also, 
even  on  such  solemn  occasions  as  the  representation  of 
autos  sacramentales  at  Corpus  Christ!,  much  noise  and 
disorder  among  the  motley  crowds  that  thronged  the 
streets  and  the  public  squares  to  see  them.  Nor  was  this 
disorder  confined  to  the  mob  {populacho) .  Under  date 
of  June  16,  161 5,  we  read  the  following:  "In  this  Council 
[Madrid]  attention  being  drawn  to  the  disorder  which  is 
wont  to  be  created  on  the  stage  [tahUdo)  erected  for  the 
purpose  of  enabling  the  wives  of  the  regidores  to  view  the 
autoi  at  the  festival  of  the  Holy  Sacrament,  the  corregi- 
dor  commands  that  the  said  stage  or  stand  be  apportioned 
in  the  same  manner  as  the  windows  in  the  plaza  are  as^ 
signed  for  the  bull-fightSj  according  to  seniority  {pot  iu 
antiguedad) ,  beginning  from  the  middle  of  the  stage  and 
giving  to  the  four  most  ancient  gentlemen  five  feet  of 
stage,  and  in  this  manner  to  continue  the  apportionment 
on  both  sides,  .  .  ,  making  the  division  by  means  of 
wooden  frames,"  etc.* 

How  these  processions  degenerated  into  mere  mum- 
mery through  the  license  and  abuse  of  the  participants, 

*  Sinchei-Arioni,  Analn,  p.  44.    It  has  been  republished  by  Don  Jutto 
dc  Sanebs  in  Vol.  XXXV  of  the  BtkUoteta  d*  Autortt  EtfanoUs. 
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and  how  the  religious  significance  and  solemnity  of  the 
representations  was  greatly  impaired  and  almost  de- 
stroyed by  the  boisterous  and  unruty  conduct  of  the 
crowd,  is  shown  by  an  edict  of  the  Bishop  of  Badajoz  in 
1605,  To  this  decree  the  city  of  Badajoz  objected,  and 
petitioned  the  King  that  the  comedias  and  dances  on  the 
day  of  Corpus  should  be  allowed,  as  heretofore,  "upon 
a  stage  erected  for  that  purpose,  on  which  is  revealed  the 
Most  Holy  Sacrament,  and  that  the  Corregidor,  Bishop, 
Dean,  and  Chapter  of  the  said  church  take  part." 

Among  other  things,  the  edict  of  the  Bishops  pro- 
hibited the  clothing  of  the  Image  of  Our  Lady  in  bor- 
rowed bridal  garments;  '*(i)  that  no  ruffed  collars  or 
other  adornments  m  fashion  among  women  be  put  on 
such  images,  under  penalty  of  excommunication  and  a 
fine  of  20  ducats.  (2)  That  no  one  dress  himself  as  a 
saint  or  take  part  as  such  in  any  procession  or  on  a  car 
unless  he  be  acting  in  some  devotional  auto  in  which  a 
saint  takes  part,  and  then  he  must  have  a  license  to  do  so; 
nor  shall  he  stand  at  an  altar  or  in  any  other  place,  unless 
in  some  devotional  auto  that  Is  being  acted,  for  besides 
the  great  indecency  of  such  an  action,  we  have  seen  and 
know  that  for  the  said  representations  beautiful  girls  arc 
sought,  who,  as  they  are  generally  poor  and  arc  seen 


'The  Bishop's  edict  cootains  the  following  prohibitioDj; 

(i)  "Que  se  vidtan  las  imigenes  de  Nuestra  Senara  con  prewadM  ^ue 
Itevan  puestos  para  \o»  casamienCos  las  dcsposadas,  que  no  sc  U  potigao 
lechuguillos  ai  otros  adornos  de  moda  entrc  las  mugcTcs,  so  pen*  d«  ex- 
comunion  mayor,  30  ducados  pan  la  guerra  contra  infielet  y  pitdidi  d« 
los  tales  vestidos." 

(2)  Que  niDguno  «e  vista  de  santo  y  asista  vestido  de  tal,  "en  procnMn 
alguna  ni  en  carra  si  no  fuere  habiendo  de  rcpresenlar  algun  auto  de 
deuoclon  en  que  intervenga  algun  santo,  y  eisto  con  licenda  de  oueitra 
provisor  dada  en  eterito,  mas  que  de  nioguna  manera  no  puedan  eitai  en 
a  [tares  ai  en  otros  pucstos  no  hdbicndo  auto  en  que  se  habte  y  repreiente 
a  I  go  de  devodon,  porque  fuera  de  la  grande  indecencia  que  esto  tltie, 
avemos  visto  y  sabido  que  se  andan  buscando  muchachas  heniiosas  y  dc 
buenos  pareceres  para  las  dichas  representaciones,  las  quales,  coma  ordiM' 
riamente  soo  pobres,  y  sod  vistas  de  todo  el  pueblo,  somos  infonnado  de 
lai  ofensas  i  Dios  y  pccados  que  resultan  dcllo." 
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by  all  the  people,  we  are  informed  that  offenses  to  God 
and  sins  result  therefrom.  (3)  That  no  cars  in  these  pro* 
cessions  be  drawn  by  oxen,  mules,  or  horses,  on  account  of 
the  shouts  of  the  drivers  and  the  disorder  resulting  from 
the  confusion  of  the  cars  with  the  saints  who  are  carried 
on  litters,  and  the  disputes  which  arise,  as  in  the  past  year, 
when  swords  were  drawn  and  blows  were  exchanged,  pro- 
ducing great  scandal;  wherefore  the  said  cars  may  be 
brought  out  and  the  representations  made  to  the  people 
either  before  or  after  the  procession.  (4)  That  no  pro- 
fane comedia  be  performed  at  the  festival  of  Corpus 
Christi,  but  only  devout  autos,  without  profane  entre- 
meses,  nor  any  other  thing  that  may  divert  the  people 
from  the  devotion  and  adoration  of  the  Holy  Sacrament 
or  from  the  reverence  which  is  due  to  the  presence  of  so 
great  a  Lord  [the  Host],  or  which  may  incite  the  people 
to  laughter,  shouts,  or  any  other  unseemly  actions  which 
arc  repugnant  to  representations  of  this  kind." 

Down  to  the  year  1635  these  Corpus  processions  in 
Seville  had  always  taken  place  in  the  morning,  but  in  this 
year  they  were  changed  to  the  afternoon,  and  the  autos 
were  represented  on  the  cars  in  the  morning,  after  high 
mass.' 

We  have,  in  a  previous  chapter,  referred  to  the  objec- 


(})  "Que  no  K  *aqucn  para  rsta  proce»ian  carros  con  bueyei,  inulas  o 
caballos,  por  1«s  gritos  que  dan  loi  carrrtcfoa  y  par  «I  desordrn  que  hay 
en  cIlo  por  eiiar  ^  vecei  confundidos  los  carrisa  con  \cn  lantos  que  van  en 
aodti  y  promoverie  qucationet  como  la  del  ano  anterior  en  que  se  sacaron 
]»  cipadai  y  andaron  A  cuchilladas,  promovicndo  un  fuerte  cscandalo; 
por  \o  <jual  podrian  salir  dicho*  carroi  y  hacer  1»  repr««eataciope»  al 
pueblo  anert  o  deapues  de  la  procesion," 

(4)  "Que  en  laa  fieitai  del  Corpus  Chritti  no  ae  haga  comedia  ninguna 
prtifaoa  itno  algunos  autoa  devotos  sin  mezcla  de  raCTemeses  profanos  ni 
4e  eon  que  na  aea  para  mejor  enderezar  e)  pueblo  d  dcvocian  y  adorar  al 
SatttitfrDQ  Sacramento,  e  conforme  i  la  reucrcnda  que  te  dcb«  en  ptetencia 
de  tan  gran  Sctior  e  no  para  movrr  cl  pueblo  i  riia  y  hacer  olrai  detcom- 
poaicionen,  gritoa,  ruidoi  y  alborotos  indebidos  con  lemejantet  rcprcacnta- 
rioori."  Todo  eito  to  pena  de  excomunion  mayor,  lo  ducadot  para  la 
eera  del  Saottfiiso.    (ibid.,  pp.  103,  104.) 

*  SaiuJiei-Arjoaa,  Anaiti,  p.  a;;. 
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tions  and  protests  of  the  historian  Padre  Juan  dc  Mariana 
to  the  manner  in  which  the  aulas  sacramentales  were 
represented,  and  to  these  the  testimony  of  many  other 
writers  might  be  added.  In  1600  Fray  Jose  de  Jesus 
Mariana,  a  barefoot  CarmeUte  of  Madrid,^  objects  not 
only,  as  we  have  seen,^  to  "vile  and  infamous  men,"  as  he 
calls  them,  representing  the  autos  sacramentales^  but  pro- 
tests earnestly  against  the  introduction  of  worldly  and  ir- 
reverent entremeses  into  such  sacred  representations.  He 
says  that  these  actors,  "accustomed  to  their  evil  manner  of 
living,  frequently  do  and  say  things  before  the  Holy  Sac- 
rament which  are  wholly  foreign  to  the  name  of  Christian 
and  worthy  of  severe  punishment.  And  even  if  it  were 
tolerable  that  persons  so  infamous  should  represent  such 
lofty  mysteries,  what  have  holy  festivals  to  do  with  en* 
tremeses  treating  of  robberies  and  adulteries,  which  are 
ordinarily  mingled  with  the  auios  sacramentales?  If  this 
is  justly  intolerable  in  profane  comedias,  how  can  it  be 
endured  in  those  which  treat  of  sacred  subjects?  It  is 
this  admixture,  in  Spain,  of  the  sacred  and  profane,  which 
offends  all  foreigners  and  all  good  and  pious  natives." 

Despite  these  protests,  of  which  we  might  cite  many 
more  from  the  work  of  Sr.  Cotarelo,  autos  sacramentaUi 
continued  to  be  represented  in  the  public  squares  and 
theaters  of  the  principal  cities  until  1765.  On  June  lO 
of  that  year  a  royal  decree  was  issued  declaring  that  the 
theaters  were  not  proper  places  and  the  comedians  were 
unfit  and  unworthy  persons  to  represent  the  sacred  mys- 
teries of  which  the  autos  sacramentales  treat,  and  that 
the  King  has  therefore  determined  to  prohibit  absolutely 
all  representations  of  autos  sacramentales  and  to  renew 
the  prohibition  of  comedias  de  santos.^  Thus  there 
passed  from  the  popular  stage  a  kind  of  religious  drama 


*  In  his  Frimera  Parte  de  ias  Excrlenciai  dt  la  Virtud  de  Ia  Ctthdtd, 
Alcali,  1601,  chap,  xvii;  sec  Cotarelo  y  Mori,  CoHtrovfrsias,  p.  J77. 
'Above,  p.  i6a.  *  Contriver  Hat,  p.  657. 
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that  was  peculiar  to  Spain  and  which,  in  the  hands  of 
some  of  its  dramatists,  notably  Calderon,  had  reached 
the  highest  point  of  beauty  and  perfection. 

We  have  already'  alluded  to  the  fact  that  autos  sacra- 
mentales  were  not  only  represented  in  the  public  squares, 
but  also  in  the  theaters  of  Madrid  as  early  as  1601. 
Under  what  conditions  these  autos  in  the  theaters  took 
place,  we  do  not  know.  That  an  admission  fee  was 
paid,  however,  in  this  event,  is  certain.  It  appears 
that  originally  the  autos  were  represented  on  only  two 
days:  Corpus  Christi  day  and  the  next  day  (Friday). 
In  1574  Jeronimo  Velazquez  stipulated  to  represent  three 
autos  "only  on  Corpus  day  and  afterward  wherever  he 
may  be  commanded."^  But  all  the  representations  were 
confined  to  these  two  days.  So  in  1594  the  representa- 
tions were  to  be  on  Corpus  and  the  day  following,^  and 
in  1599,  when  Caspar  de  Porres  presented  the  autos, 
they  were  to  beperformed  only  on  Corpus  day  and  on  the 
following  day,  and  it  was  expressly  agreed  that  the  carros 
were  to  be  returned  on  Saturday.^  In  1600,  when  Mel- 
chor  de  Villalba  and  Gabriel  de  la  Torre  represented  the 
autos  at  Madrid,  they  received  for  two  autos  each  650 
ducats,  to  be  represented  on  Thursday  and  Friday, "* 
and  in  1609,  when  the  autos  in  Madrid  were  in  charge 
of  Alonso  de  Heredla  and  Domingo  Balbin,  each  was 
to  represent  two  autos  on  Thursday  and  Friday  for 
600  ducats,  and  if  the  court  should  be  in  Madrid  on 
Saturday  they  were  to  receive  a  gratuity  for  the  rep- 
resentations on  that  day.'  This  latter  stipulation  occurs 
constantly  in  the  succeeding  years  down  to  1638.''  In 
161 2  Juan  de  Morales  Medrano  and  Tomas  Fernandez 
de  Cabredo  represented  the  autos,  and  "because  they  had 

'  p.  350. 

'  Suevoi  DfitDS,  p,  JJ4« 

* lifid.,  p.  )g.  'Ibid.,  p.  49.  'Ibid.,  p.  $a. 

* Ihid.,  p.  Ill,    See  alto  above,  p.  200. 

* NufVit  Dafoj,  pp.  13],  134,  ■$£,  160^  t6t,  t66,  tS8,  206,  ^24. 
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given  more  representations  than  they  were  obliged  to 
give  (Morales  five  and  Cabredo  seven)  on  Saturday, 
besides  those  on  Thursday  and  Friday,"  the  former  re- 
ceived 700  and  the  latter  800  reals  extra."^ 

In  1639  the  autos  were  represented  in  Madrid  in  the 
following  order;  On  Thursday  afternoon  (Corpus  day)  all 
four  autos  were  to  be  given  in  the  presence  of  the  King  be- 
fore the  royal  palace  at  such  an  hour  as  the  King  should 
fix;  then  the  four  autos  were  to  be  performed  before  the 
Princess  of  Carignan,  wife  of  Prince  Thomas,  in  front  of 
the  monastery  of  the  Incarnation.  On  Friday  before 
the  "casas  del  Ayuntamiento"  in  the  Plazuela  de  San 
Salvador,  then  two  autoj  before  the  Council  of  Aragon 
and  two  before  the  Council  of  Italy.  On  Saturday  be- 
fore the  "Conscjos  de  Inquisicion  y  Cruzada,"  and  in  the 
afternoon  to  the  Villa  de  Madrid,  before  the  "casas  del 
Ayuntamiento,"  etc,  and  on  Sunday,  in  the  afternoon, 
before  the  Archbishop  of  Granada,  etc' 

In  1649  there  is  specific  information  of  the  representa- 
tion of  autos  in  the  public  theaters.  In  that  year  *'Diego 
Osorio  began  to  represent  the  auto  sacramental  which 
fell  to  the  lot  of  his  company  in  the  Corral  del  Principe, 
on  Wednesday,  June  23,  and  he  gave  twelve  repre- 
sentations in  the  theater  until  July  4.  The  said  Osorio 
ceased  to  perform  in  the  said  Corral  del  Principe,  and 
Antonio  de  Prado  entered  it  and  began  on  Saturdaft 
July  10,  giving  fifteen  representations  of  the  auto  sacrU' 
mental  which  he  was  to  give,  until  July  25,  for  on  July 
24  there  was  no  representation.  Osorio  did  not  [again] 
represent  until  July  16,  when  he  began  in  the  Corral  de  la 
Cruz,  where  he  gave  thirteen  representations  until  July 
30.  On  August  5  Prado  began  to  represent  the  auto  La 
Vacante  in  the  Principe,  where  he  gave  nine  representa- 
tions of  the  said  auto  until  August  13,  and  then  restcJ 


*  Nufvot  Datot,  p.  tjo. 

'Perez  Pastor,  Caldrrott  DotumtntM,  Vo).  I,  p.  119. 
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until  the  24th,  when  he  began  in  the  said  corral  the  auto 
La  Magdalena,  of  which  he  alone  gave  In  this  corral 
6fteen  representations  until  September  8,  so  that  there 
were  twenty- four  representations  of  the  said  two  autos  in 
the  said  corral.  Between  September  14  and  September 
29  Prado  gave  ten  representations.  From  October  3  to 
October  16  he  alone  represented  and  then  ceased.  On 
August  6  Osorlo  began  m  La  Cruz  and  gave  two  repre- 
sentations to  August  10.  On  September  20  he  again 
represented  in  the  Corral  del  Principe  and  gave  seven 
representations.  From  October  16  to  November  i  Osorio 
gave  twelve  representations."^ 

Whether  the  autos  were  afterward  conducted  on  the 
scale  of  magniiicence  which  they  attained  in  1649,  or 
whether  they  were  represented  for  as  long  a  period  as 
they  were  given  In  the  theaters  in  this  year,  we  have  no 
means  of  determining.  The  Dutch  traveler  Francis  van 
Aerssen»  who  visited  Spain  in  1655,  tells  us  that  when 


I 
I 


'Pirei  Paitort  Calderon  Boeumentos,  Vol.  I,  pp.  i66,  167.     It  h  inter- 

rtting  ca  Add  a  list  of  the  expenses  iticurrtd  for  the  auloi  at  Madrid  in 
thit  ye«r,  1649,  thciwing  the  cnormog*  cost*  which  thejt  entertainment), 
fostered  hy  the  idle  >nd  show-loving  Philip  IV,  brought  upon  his  exisiusted 
couauy. 

Fiesta  del  Santisiino  Sacramento.    Ano  1649. 

Gastos: 

A  lo«  autorei  por  lai  repreieniacionei 7)0^600  mrs. 

Al  que  eoiupoDc  Ids  autos iia,2cu 

Al  cerero 644470 

A  Juan  d«  Caramanchel  para  hacer  Io>  carro»    .....  Jt^.too 

A  Oaapar  Flore$  y  compania  por  la»  danzas     ...,,,  4}!, €00 

A  Adrian  Lopez  por  el  llenzo  de  los  toldos 3C6,6$6 

For  traCT  la  Tarasca      ......,,,.....  ij,aiQa 

Hennaam  de  la  Dotrina iia.aoo 

Lj  muiica 761196 

Por  llevar  to*  carrot  y  aderezos  para  eltos  ,,..,..  i4,or3 

Al  mayordomo  de  propios  para  gastos  menudot i7i7te 

Al  obrero  para  unas  palos nj6o 

Al  dtcbo  para  coser  lot  toldos  y  faacerlof     .......  105,944 

A  Juan  Blanco  por  el  tablado  de  la  plaza ii7t$<x> 

Tabiado  de  Palacio Sii<x» 


Carried  forvtard 3,tat,79S  mrt. 
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the  autos  were  represented  the  theaters  were  dosed 
for  a  month.  The  money  derived  from  the  entrance 
fees  to  the  theaters  during  these  representations  may 
have  helped  to  defray  the  expenses  of  these  festivals; 
it  was  undoubtedly  a  source  of  profit  for  the  autores 
who  represented  the  autos,  for  the  sum  of  950  ducats, 
which  they  received,  could  only  have  compensated  them 
for  the  free  representations  on  the  first  three  days  of  the 
Corpus  festival. 

These  festivals  were  a  very  considerable  financial  help 
to  Calderon.  Acknowledged  as  the  foremost  religious 
poet  of  Spain,  his  services  were  in  great  demand  on 
these  occasions,  and  he  received  a  much  larger  hono- 
rarium for  his  autos  sacramentales  than  any  other  poet 
had  yet  obtained.  In  1639  he  wrote  for  the  Corpus 
celebration  of  that  year  two  autos r  Santa  Maria 
Egipdaca  and  El  mejor  Huesped  de  Espana,  and 
in  1640  Los  Misterios  de  la  Misa  and  El  Juicio  final. 
In  1645  he  wrote  the  four  autos  for  the  festival,  re- 
Brought  fomvard j,i3&,7$llinn. 

A  Franciico  de  Mena,  por  la  escalera  que  tt  hace  eo  cata 

del  Marques  de  Caiiete U,30o    " 

Por  poner  los  toldos  ....,,.,,,..>..        9S,soo    " 

De  colgar  el  lablado 34,000   " 

Atajof ii^ojo   " 

A  los  escuderos  dc  a  pie 11,210    ** 

Traer  Eos  Gigantes J7i944    '^ 

Puntas  y  valonas  para  los  Gigantes    .........        14,416    " 

AtaJQ  primero  de  Santa  Maria £,goo    " 

Miniatrilea $i5^    " 

Alguacilcs      ..................        ijiOS^   * 

Liropiar  la  custodia 17.000   " 

A  loi  poneroa  que  se  ocupan S.S'o   " 

At  alguacit  mayor 6,Soo   " 

Al  cura  dc  Santa  Maria      .............         J1400  " 

Tabladoa  para  represencar  a  el  pueblo .  fi7]i   * 

Propina  a  tos  lenores  del  Consejo  y  a  la  Villa     ,     .     .     ,     .      710^100  " 

Total ,     .  4,ij|,gi«ii>n. 

From  this  it  will  be  seen  that  Calderon,  who  wrote  the  four  auiat  for  the 
feitival  of  this  year,  received  112,200  ii)aravedis^3Do  ducats^  and  tt< 
AUtores  de  comtdias  each  950  ducata. 
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cciving  3300  reals  vellon  (copper),  which  sum  was  also 
paid  him  in  the  years  1648  to  1653,  while  in  1654  to 
1656  he  received  4000  reals.*  During  this  time  and,  I 
believe,  thereafter  until  his  death,  he  alone  was  honored 
with  the  privilege  of  writing  the  aulas  for  the  Madrid 
festival.  But  besides  the  3300  reals  vellon  which  Calde- 
ron  received  from  the  city  for  the  autos,  a  document  of 
1652  shows  that  each  of  the  two  autores  de  comedias  who 
represented  them  was  obliged  to  pay  him  700  reals,  i.e., 
he  then  received  4700  reals,^  In  1654-56  he  was  paid 
4000  reals  ^'^//o«/  while  from  1657  to  1665  he  received 
4400  reals,  i.e.,  3000  from  the  city  and  1400  from  the 
autores.  In  the  latter  year  the  sum  paid  him  was  5800 
reals,  and  this  sum  he  continued  to  receive  until  1680,  the 
year  before  his  death,  when  5500  reals  were  paid  him  for 
two  autos*  It  appears  that  as  early  as  1658,"  and  per- 
haps in  the  previous  year,  only  two  autos  iocramentaUs 
were  represented  each  year  at  Madrid,  and  this  was  the 
rule  thereafter  until  the  death  of  Calderon.  Four  autos 
were  also  represented  annually  in  Seville  down  to  the  year 
1648,  when  only  two  were  given,  and  the  same  number 
thereafter.*  Calderon  continued  to  write  the  autos  for 
the  Madrid  festival  until  i63i,  the  year  of  his  death, 
when  he  left  an  auto  unfinished,  which  was  completed  by 
Don  Manuel  dc  Leon  MarchanteJ 

•  P^rf z  Pastor,  Catderen  Dacitmenios,  Vol.  I,  pp.  120,  122,  la?,  ifj,  t6l, 
1S7.  196,  30&,  324,  240. 

•  liU.,  pp.  196,  333,  337.  *(bid.,  pp.  224,  aj>.  »40- 
*IiiJ.,  pp.  249,  31;,  336  fl  pauim,  *  Ibid.,  p.  t^j. 

•  S«iicbcz-ArJDtia,  .IiiaU/,  p,  449, 
'  Stt  ■k»o«,  p.  agj. 


CHAPTER  XV 

Contemporary  accounts  of  the  representation  of  comedias  and 
autos.  Francis  van  Aerssen,  The  Comtessc  d'Aulnoy.  The 
behavior  of  audiences.  Scenes  in  the  theaters.  Spanish  players 
abroad.    Conclusion. 


The  accounts  of  persons  who  were  eye-witnesses  of  the 
representation  of  a  comedia  at  a  time  when  some  of  the 
great  dramatists  were  still  living  and  when  several  of 
the  greatest  among  them  had  not  long  since  passed  away, 
always  possess  an  exceeding  interest.  When  these  ac- 
counts are  due  to  the  pen  of  a  foreigner,  some  allowance 
must  necessarily  be  made,  not  only  for  national  prejudice, 
which  is  apt  to  warp  his  judgment  somewhat,  but  also  for 
a  more  or  less  imperfect  knowledge  of  the  language. 
Nevertheless,  they  furnish  us  with  a  living  picture  of  the 
scene  as  it  passed  before  the  eyes  of  the  spectator,  and 
herein  they  possess  the  definite  value  of  contemporary 
documents.  With  their  aid  it  requires  no  very  great  flight 
of  the  imagination  to  picture  ourselves  in  one  of  the  fo- 
rrales  of  Madrid,  in  the  very  place  and  atmosphere  in 
which  these  immortal  productions  of  the  great  masters  of 
the  Spanish  drama  were  enacted,  and  to  view  them  once 
more,  through  the  long  vista  of  nearly  three  hundred 
years.  The  very  realistic  description  of  the  interior  of  the 
Corral  de  la  Olivera  In  Valencia,  given  in  the  comedia  L* 
Baltasara,  has  already  been  alluded  to  in  a  previous  chap- 
ter. The  other  accounts  which  we  possess  belong,  with  tvo 
exceptions,  to  the  middle  of  the  seventeenth  century  or 
somewhat  later.  It  may  not  be  without  interest,  however  to 

3" 
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give  the  earliest  of  these  contemporary  notices,  slight  as  it 
is.  The  simple  narrative  is  taken  from  a  MS.  formerly  in 
the  possession  of  Don  Pascual  de  Gayangos— a  name 
ever  to  be  recorded  with  gratitude  in  the  annals  of  Span- 
ish literature.  This  manuscript,  written  by  a  Morisco 
of  the  time  of  Philip  the  Third,  contains  all  sorts  of  moral 
observations  mingled  with  other  matters  and  descriptions 
of  passing  events,  among  them  an  account  of  a  representa- 
tion of  Mira  de  Mescua's  comedia  La  Rneda  de  la  For- 
tutta,  which  our  author  had  witnessed.  We  do  not  know 
when  Mescua's  play  was  written,  but  Lope  de  Vega,  in 
a  letter  to  a  friend,  mentions  that  it  was  acted  in  Toledo 
by  the  company  of  Juan  de  Morales  before  August, 
1604.^ 

The  Morisco's  account  is  as  follows  r 

I  passed  through  the  door  of  a  house  which  I  saw  many  people 
entering — men  as  well  as  women.  Having  gone  in,  I  saw  a  large 
patio,  where,  upon  chairs  and  benches,  men  and  women  were  sit- 
ting; in  a  gallery  sat  the  women  of  the  common  people,  and  there 
were,  besides,  a  number  of  balconies  occupied  by  the  distinguished 
persons  with  their  wives.  In  the  patio  a  stage  was  erected,  upon 
which  all  eyes  were  fixed,  and  when  the  house  was  full,  I  saw  two 
ladies  (damas)  and  two  gallants  (ffulanes)  come  out  upon,  the  stage 
with  their  vihuelss,  who  sang  these  declmas: 

"Quien  se  bio  en  prosperidad 
V  sc  be  en  misero  estado 
Gjnsidere  qucs  prcstado 
EI  bien  y  la  adbcrsidad,"  etc. 

laving  ^nished  singing,  they  retired,  and  an  actor  entered,  clad 
in  a  garment  of  damask,  and  recited  the  Ion,  After  he  had  finished 
and  had  withdrawn,  other  players  entered  to  represent  "The  Wheel 

'See  the  Mriter's  Life  of  L^pf  de  Vega,  [vp.  ijj,  i;4.  Ai  now  prtotcd 
Ihf  loa  ihowt  that  the  comedia  wat  also  acted  by  the  compaDy  of 
Riquelme.  {Dramatitot  toHltmporaneoi  dt  Lope  de  Vtga,  Tomo  II,  Bibl. 
de  Aut,  EtP,\ 
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of  Fortune,"  which  sets  forth  the  various  conditions  of  the  world, 
and  how  ihey  are  subject  to  change,  etc. 

A  detailed  description  of  the  comedia  follows,^ 

Among  the  narratives  of  travelers  in  Spain  who  have 
left  any  account  of  theatrical  representations,  one  of  the 
most  interesting  is  that  of  a  Dutchman,  Francis  van  Acrs- 
8cn,  who  visited  Spain  in  1654-55,  though  his  account' 
was  not  published  till  eleven  years  afterward.  In  1670 
an  English  translation  of  this  work  appeared  in  London, 
entitled  A  Journey  into  Spain,  though  it  is  nowhere  indi- 
cated that  this  little  book  is  a  translation.'  I  shall  quote 
from  this  English  version: 


On  one  side  of  the  Town  [Madrid]  is  the  Prado.  a  large  Walk 
made  use  of  for  the  Tour;  near  it  is  a  great  Fabrick,  but  low,  called 
Buen  Retiro.  The  Duke  of  Olivares,  during  his  administration, 
«pent  many  Millions  on  a  Structure  that  is  not  very  considerable: 
I  saw  but  part  of  it,  where  a  Comedy  was  preparing  with  Scenes, 
that  would  amount  to  a  great  expencc ;  a  Florentine  was  the  Under- 
taker. For  ordinary  Comedies  here  are  two  Theaters,  where  they 
act  every  day.  The  Players  have  to  themselves  not  above  three  half 
pence  for  every  person,  the  Hospital  as  much,  and  as  much  the 
Town-house ;  [the  French  original  says :  and  for  a  seat  on  the 
benches  one  pays  besides  about  two  sous,  which  are  for  the  city,  to 
which  the  theaters  belong] ;  to  set  down  costs  seven  pence,  the 
whole  amounting  to  fifteen  pence.  I  can  say  little  to  the  Lines  or 
Plots,   not  being  skilful  enough   in   the  language  to   undei«tan<i 

'  Schack,  N&cktrdgr,  p.  jj. 

*  Voyage  d'Etpagnf,  Cvnttnani  enirt  ptuslturi  particutaritex  df  (* 
Royaumr,  treis  Oitcours  Politiquti,  etc.,  avec  une  Relation  dt  fEitmt  9 
Couvernement  de  cette  Monarchit;  &  unf  Rtiation  parHcvliirf  i* 
Madrid,  A  Cologne,  chez  Pierre  Marteau,  i£64.  The  re«l  author  of  dii* 
work,  according  to  R.  FoulcKf-Delboic,  vtm  Antoine  d«  Brunei.  (S« 
Revue  Uhpanique,  Vol.  Ill,  p.  65.) 

*  A  Journey  into  Spain.  (Here  followi  a  quotation  from  Senecii,  J*  fin 
testa.)  London.  Printed  for  Henry  Flerringinan,  and  are  tit  be  toM  U 
the  Sign  of  the  Bte<w  Author  in  the  Lower  Walk  of  the  New  Exckamf. 
1670.    6  + 14,7  pp. 
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Pof tn',  nor  the  fi^rative  fashion  of  speaking  that  belongs  to  it :  but 
know  they  play  their  parts  ill,  few  or  none  havirtg  cither  the  meen 
or  genius  of  true  Actors.  [They  do  not  play  by  the  light  of  torches, 
but]  They  present  by  day-Hght,  so  that  their  Scenes  appear  not 
with  advantage.  Their  Clothes  are  neither  rich,  nor  appropriated 
to  their  Subject;  and  the  Spanish  habit  serves  where  the  Scene  is 
Greece  or  Rome.  The  Playes  I  have  seen  have  but  three  Acts, 
called  Jarnadai,  They  usually  begin  by  a  Prologue  in  Musick,  hut 
sing  so  ill,  that  their  harmony  resembles  little  Childrens  whinings. 
Between  the  Acts  there  is  some  little  Farce,  Dance,  or  Intrigue, 
the  most  diverting  of  the  whole  Piece.  The  People  arc  so  taken 
with  them  it  is  hard  to  get  a  place,  the  best  being  bespoken,  and  the 
excessive  idleness  of  this  Country  is  made  evident  in  that  in  Paris 
it  self,  though  there  are  not  Playes  every  day,  there  is  no  such 
crowding  to  them.' 

The  Dutch  traveler's  description  of  the  Corpus  Christi 
proce$$ion  and  the  autos  is  as  follows: 

As  the  publick  sports,  the  Moors  introduced  in  Spain,  whilst  they 
potaeased  it,  continue  after  their  exile ;  the  Church  also  retains  some- 
thing of  their  superstition,  especially  on  Corpus  Christi  day.  The 
Twenty  seventh  of  May  wc  saw  all  its  Ceremonies,  which  are" 
many,  and  last  long;  they  begin  by  a  procession,  whose  first  ranks 
«re  intermixed  with  several  Hobofes,  Tabors,  and  Castanettas;  a 
^eat  many  habited  in  party  coloured  clothes,  skip  and  dance  as 
extravagantly  as  at  a  Morrice.  The  King  goes  to  St  Maries 
Church  not  far  from  his  Palace,  and  after  Mass,  returns  with  a 
Torch  in  his  hand,  following  a  silver  Tabernacle,  in  which  is  the 
Holy  Wafer,  attended  by  the  Grandes  of  Spain,  and  his  several 
Councils.  This  day  to  avoid  dispute,  they  observe  not  order,  so 
that  the  Counsellors  de  la  Haiienda,  jioyn  with  those  of  the  Indies; 
before  these  Counsellors  and  certain  other  persons,  move  Machines, 
representing  Giants;  these  are  Statues  of  Pasboard  carried  by  men 
concealed  under  them:  they  are  of  several  shapes,  some  very 
hideous;  all  of  them  represent  Femals,  except  the  fit^t,  which  is 
only  the  Figure  of  a  great  head  painted,  within  which  is  concealed 

*A  Jivrnty  I'ltfo  Spain,  pp.  19-31;  Fayag*  J'Efpagnt,  pp.  19,  ja 
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A  little  man  that  gives  it  meen  and  motion :  it  being  a  Cohssuf  over 
the  body  of  a  Pigmie.  Amongst  these  chimerical  Monsters,  there 
IS  one  which  represents  two  Giantesses,  Moors,  or  Aethiopians, 
such  having  really  been  if  we  may  beleeve  the  vulgar,  who  call  them 
HiJQs  de  Vecinos,  that  is,  neighbors  children.  The  people  are  so 
taken  with  these  Gothick  figures,  that  there  Is  scarce  any  Village 
without  thera.  They  report  the  Giantesses  to  have  lived  in  the 
time  of  King  MammeUn,  and  on  that  account  sometimes  call  them 
Mammelins,  after  the  name  of  that  Gothicic  or  Moorish  King  who 
once  Reigned  in  Spain.  I  was  told  of  another  terrible  Pageant 
{machine  epouvantable  qui  roule  ce  jour  ia)  which  they  call 
Tarmca,  from  a  wood  that  was  formerly  in  Province,  where  at 
present  stands  the  City  of  Tarascon  on  the  banks  of  HasTtr,  over 
against  Beaucaire.  They  fancy  that  in  this  place  was  once  a  Ser- 
pent (no  less  enemy  of  Mankind,  then  that  which  seduced  our  first 
Ancestors  in  Paradise)  called  Behemoth,  and  report  that  St  Martha 
by  oraisons  triumphed  over  it,  leading  it  prisoner  in  her  apron 
strings.  Be  this  History  or  Fable,  the  Tarasca  is  a  Serpent  of  enor- 
mous greatness  in  form  of  a  Woman,  moving  on  wheels,  the  body 
covered  with  scales,  a  vast  belly,  long  tail,  short  feet,  sharp  talons, 
fiery  eyes,  gaping  mouth,  out  of  which  extend  three  tongues,  and 
long  tusks.  This  Bulbcgger  stalks  up  and  down  and  they  which  are 
under  the  pastboard  and  paper,  of  which  it  is  composed,  by  certain 
Springs,  cause  it  to  move  so  dexterously,  that  it  puts  off  the  Hat  to 
the  Sots  that  stare  at  it,  and  sometimes  laj^  hold  on  Countrey  fel- 
lo\^'S,  whose  fright  moves  laughter  amongst  the  people.  Such  as 
please  themselves  in  telling  wonders  of  this  fopper>',  relate  that  a 
certain  Town  having  sent  to  some  of  its  neighbors  six  of  these  paper 
Giants,  two  Pigmies  and  the  Taraica  to  be  made  use  of  on  Corpus 
Christi  day,  they  which  give  them  their  motion  being  entered,  to 
divert  themselves  in  the  passage,  caused  them  to  dance  as  at  pro- 
cessions by  couples:  they  were  met  by  certain  Mulitcrs  or  Carriers, 
who  (Moonshine  discovering  at  a  distance,  these  imaginary  Mon> 
sters,}  marching  with  a  great  deal  of  prattle  and  loud  laughter, 
(for  their  merrier  passing  two  or  three  Leagues)  not  recollecting 
what  was  to  be  done  the  day  after,  were  so  affrighted,  that  the  tti* 
ror  still  augmenting,  by  their  contemplating  those  fantasmcs,  Khmf 
at  last  run  away  with  all  their  might.  The  conductors  of  the 
Monsters  perceiving  this,  casting  off  their  Vizards,  went  out  of  the 
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Machines  to  disabuse  them,  running  iafter  them  to  cause  them  to 
come  back  to  their  Mules  and  charges;  this  increased  their  aston- 
ishment, and  hastened  their  pace,  which  aided  by  the  wings  of  fear, 
soon  transported  them  cross  the  fields  to  a  village,  which  they 
allarmed  to  free  the  Countrey  of  highway  men,  so  hideous,  they 
could  be  little  less  then  Devils :  the  other  in  the  mean  time  slipping 
their  cases,  and  perceiving  themselves  masters  of  the  spoils,  the 
muletiers  had  abandoned,  began  to  visit  the  baggage,  and  finding 
Wine,  drank  so  much  they  fell  fast  asleep  till  morning.  The 
Muletiers  after  their  raising  the  Village,  and  bringing  the  Justice 
to  the  place,  perceived  their  mistake,  and  the  Countrey  fellows 
laughing  heartily  at  them,  drank  the  remainder  of  the  Wine  in 
recompence  of  their  trouble.  The  Village  of  the  solemnity,  a  great 
white  waited  for  those  grim  Puppets,  which  came  too  late,  and  by 
their  excuse  and  relation  of  what  had  happened,  disordered  the 
whole  procession,  changing  it  into  a  Ring  of  such  as  abandoned 
the  Cross  and  Banner,  to  hearken  to  their  story.  The  pleasantest 
posture  of  these  Mammelinas  that  I  saw  was,  when  they  made  their 
salutes  before  the  Queens  Balcony,  besides  some  feats  of  activity  by 
address  of  those  that  danced  them.  The  King  passing  by  it,  salutes 
the  Queen  with  a  smile,  and  the  Queen  and  Infanta  rise  a  little 
before  he  comes  at  them,  to  return  his  compliment.  The  Procession 
having  filed  to  the  Piazza,  returns  by  the  High  street  or  Calle 
Mayor,  adorned  by  many  Tapestries  waving  on  the  Balconies, 
lUled  with  men  and  women  of  all  conditions:  the  crowd  is  so  great 
one  cannot  pass  without  difficulty,  and  we  had  much  ado  to  return 
to  Si  Marifs  Church  where  the  procession  ended.  As  soon  as  free 
from  it  we  went  to  the  Palace,  and  there  saw  the  King,  Queen,  and 
Infanta,  return  with  all  the  Court  Ladies.  I  think  I  have  men- 
tioned all  that  is  worth  notice,  unless  it  be  that  as  on  this  day  all 
the  men  put  on  Summer  cloaths,  so  do  all  the  Ladies,  and  those  new 
and  very  rich,  of  several  fashions  and  colours.  In  the  afternoon 
about  five  a  clock,  Autos  arc  represented:  these  are  ghostly  Come- 
dies {Camfdiet  ffiiriluellfs) ,  with  interludes,  very  ridiculous  to 
give  rellish  to  what  is  serious  and  tedious  in  the  pieces  themselves. 
T^e  two  companies  of  Players  that  belong  to  Madrid  at  this 
time,  shut  their  theatres,  and  for  a  month  represent  these  Holy 
Poems:  this  they  do  every  evening  in  publick  on  Scaffolds  erected 
to  that  purpose  in  the  streets  before  the  houses  of  the  Presidents  of 
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several  Councils.  They  begin  at  Court  the  day  of  the  Solemnity, 
when  a  seat  under  a  State  is  provided  for  their  Majestic:  the  Stage 
is  at  the  foot  of  these  Scaffolds,  and  [because  the  players  act  with 
their  backs  turned  toward  the  crowd,  which  is  in  the  square]  little 
painted  Booths  arc  rowled  to  it,  environ  it  [the  stage]  and  senx 
as  tiring  houses  [where  they  dress,  from  which  they  enter  upon  the 
stage  and  to  which  they  retire  at  the  end  of  each  scene].  This  is 
continued  certain  days,  every  President  having  one  [day]  and  a 
Stage  and  Scaffold  erected  before  his  house.  Before  these  Autos 
begin,  all  the  foppery  of  the  Procession  dances,  and  the  Giganline 
Machines  make  the  people  sport;  but  what  I  most  admired  in  that 
which  I  saw  at  a  distance  in  the  old  Prado,  is,  that  tn  the  streets 
and  open  air  they  use  Torches  to  those  pieces,  which  in  the  daily 
Theaters,  and  within  doors,  they  represent  without  other  light  then 
that  of  the  Sun:  all  these  antick  ceremonies  appeared  much  more 
ridiculous  to  those  that  beheld  them,  then  they  can  possibly  do  in 
my  describing  themj  and  confirm  me  in  what  I  often  observed,  that 
the  Spaniards,  and  other  wise  and  grave  nations  seem  fondest  in 
their  diversions,  as  Misers  at  their  feasts  sometimes  become  most 
prodigal,^ 

In  a  little  work  entitled  Relation  de  rEstat  6?  Gou- 
vernemettt  d'Espagne,  printed  at  Cologne  In  i666,  and 
generally  bound  in  the  above-mentioned  Voyage  d'Ei- 
pagne,  the  author,  Francois  Bertaut,*  who  accompanied 
the  Marechal  de  Gramont  to  Spain  in  1659,  gives  a  de- 
scription of  the  Madrid  theaters,  which  I  here  copy: 

Concerning  the  Comedia,  there  are  troupes  of  players  in  nearly 
all  the  towns,  and  they  are  better,  in  comparison,  than  our  ovm, 
but  there  are  none  in  the  pay  of  the  King.  They  represent  in  a 
court-yard,  where  a  number  of  private  houses  join  together,  so 
that  the  windows  of  the  rooms,  which  they  call  rexas.  because  the 
most  of  them  are  provided  with  iron  gratings,  do  not  belong  to 
them  [the  players]  but  to  the  owners  of  the  houses.     They  reprc* 


^A  Joufney  inla  Spain,  pp.  83-88;  foyagf  J'Etpagjtf,  pp.  iiS-124. 
*  See   the    excellent   Bibliography   of   vrorki   of   Travel    in    SpaiD   hj  R* 
Foil Ich^- Del bosc,  in  the  Revue  Hitpanique,  Vol.  Ill,  pp.  65,  (9, 
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sent  by  day  and  without  torches,  and  their  theaters  (except  in  the 
Buen  Retiro,  where  there  are  three  or  four  distinct  salons)  have 
not  such  fine  decorations  as  ours,  but  they  have  an  amphitheater  and 
a  parterre.  There  are  two  places  or  Saiirs  in  Madrid,  which  they 
call  CorraUs,  and  which  are  always  filled  with  merchants  and 
artisans,  who  leave  their  shops  and  repair  thither  with  cloak,  sword, 
and  poniard,  and  who  all  call  themselves  Cavalleroi,  even  down  to 
the  cobblers,  and  it  is  these  who  decide  whether  the  comedia  is  good 
or  not.  And  because  they  now  hiss  and  now  applaud  the  play  and 
are  drawn  up  on  both  sides  in  ranks^  and  as  this  is  a  sort  of  salvo, 
they  arc  called  Moiqueteros.  It  is  on  these  that  the  fortune  of  the 
author  depends.  .  .  .  Some  of  the  spectators  have  scats  close  to  the 
stage,  which  places  they  preserve  from  father  to  son  like  an  entailed 
estate  {mayorazgo) ,  which  cannot  be  sold  or  pledged,  so  great  a 
passion  have  they  for  the  theater.  The  women  all  sit  together  in  a 
gallery  at  one  end  [of  the  theater],  which  the  men  are  not  allowed 
to  enter.' 

The  Memoirs  de  Madame  de  Motteville  (Fran^oise 
Bertaut)  contain  a  letter  written  to  her  from  Madrid,  on 
October  zi,  1659,  by  her  brother,  Francois  Bertaut, 
who,  as  already  noted,  accompanied  the  Marechal  de 
Grauiont  on  hi«  mission  to  Spain  in  reference  to  the 
Peace  of  the  Pyrenees  and  the  marriage  of  Louis  the 
Fourteenth  to  the  Infanta  Maria  Teresa,  daughter  of 
Philip  the  Fourth  of  Spain.  In  this  letter  Bertaut  gives  a 
brief  account  of  a  play  which  he  saw  performed  before  the 
royal  family  at  the  Buen  Retiro : 

TTie  best  thing  of  all  and  the  most  interesting,  I  reserve  for  the 
last ;  it  was  the  comedia  which  was  acted  at  the  palace  by  the  light 
of  six  large  torches  of  white  wax,  contained  in  huge  silver  candle- 
fttcks.  On  the  two  sides  of  the  room  were  two  alcoves,  closed  by 
a  curtain.  In  one  of  them  were  the  Infantas  and  other  persons  of 
the  palace,  while  in  the  other  one  opposite  was  the  Marechal. 
Along  the  two  sides  were  only  two  long  benches  covered  with 
Persian  carpets.    The  ladies,  to  the  number  of  ten  or  twelve,  (00k 

'  Rttation  i*  t'Ettut  &  Gouvfrntmtnt  tfEtfagnt,  pp.  59,  60. 
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seats  upon  these  carpets  on  both  sides,  their  backs  leaning  against 
the  bench.  Behind  them,  on  the  side  where  the  Infanta  sat,  but 
further  on,  toward  where  the  players  were,  and  almost  behind 
them,  some  gentlenien  were  standing,  and  a  grandee  was  on  the 
side  where  the  Marechal  sat.  The  rest  of  us  Frenchmen  stood 
behind  the  benches  against  which  the  ladies  were  leaning.  The 
King)  Queen,  and  Infanta  entered  after  one  of  the  ladies  who  bore 
a  torch.  As  the  King  entered  he  took  off  his  hat  to  all  these  ladies 
and  then  took  a  seat  in  front  of  a  screen,  the  Queen  on  his  left  and 
the  Infanta  on  the  left  of  the  Queen.  During  the  whole  comedy, 
save  a  single  word  which  he  spoke  to  the  Queen,  the  Kiag  moved 
neither  foot,  hand,  nor  head,  only  casting  his  eyes  about  once  in  a 
while,  nobody  being  near  him  except  a  dwarf.  When  the  comedy 
was  over,  all  the  ladies  arose  and  left  their  places  one  by  one,  assem- 
bling in  the  middle  of  the  room  like  canons  leaving  their  seats  after 
a  service,  and  joining  hands  they  made  their  reverences,  which 
lasted  for  some  minutes ;  then  they  went  out  one  after  another,  while 
the  King  was  still  uncovered.  Finally  he  arose  and  made  a  mod- 
erate bow  (une  reverence  rnhonnablc)  to  the  Queen,  the  latter 
bowed  to  the  Infanta,  and  taking  one  another  by  the  hand,  as  it 
seemed  to  me,  they  went  out.* 

In  1679  the  Comtesse  d'Aulnoy  journeyed  through 
Spain,  and  in  her  second  letter,  dated  at  San  Sebastian, 
writes : 

After  I  had  rested  somewhat  from  the  fatigue  of  the  journey,  it 
was  proposed  that  we  go  to  the  comedia.  .  ,  ,  When  I  entered  the 
theater  there  was  a  cry  of  mlra!  mira!  i.e.,  look!  look !  The  decora- 
tions of  the  theater  were  not  brilliant.  The  stage  was  raised,  rest- 
ing upon  barrels,  over  which  were  boards,  ill  arranged.  The 
windows  were  all  open,  for  they  do  not  use  torches,  and  you  can  im- 

^ Memoirf,  etc,  Maestricht,  1782,  Vol.  y,  pp.  3(k>,  361.  The  Infaoti  wM 
Dona  Maria  Teresa,  the  bride  of  Louis  XIV.,  and  the  comedia,  from  !*» 
fact  that  the  galan  was  an  Arehbithop  of  Toledo,  w««  probablr,  ■ccording 
to  Pellicer  (Vol.  I,  p.  191),  La  Cotiquista  dt  Oran,  which  he  ascrib«]  M 
Lope  de  Vega.  Doubtless  this  is  the  comedia  br  Luis  Vjlez  de  Guevara. 
h&  Conguhta  df  Oran,  d  El  Gran  Cardenal  de  E$pana  Fray  Frttwdut 
Jimenfz  de  Chneroi,  published  in  Comediai  Ettogidaj.  pan  XXXV, 
Madrid,  1671.  When  the  Prince  of  Wales,  afterward  Charle*  I,  "uoder- 
toot  his  romantic  wooing  journey"  10  Spain  with  BuckitiKham,  the  e»- 
ternporary  account  of  the  royal  entry  into  Madrid,  on  March  ij,  itij, 
informs  us  that;  "in  the  streets  of  the  passage  divers  reirreteotatioos  were 
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agine  how  much  this  detracts  from  the  spectacle.  They  represented 
the  "Life  of  St.  Anthony,"  and  when  the  players  said  anything 
which  pleased  the  audience,  everybody  cried  out  victor (  victotl  I 
learned  that  this  was  the  custom  in  this  country'.  I  noticed  that  the 
devil  was  not  dressed  differently  from  the  other  actors,  save  that 
his  hose  were  flame-colored  and  that  he  wore  a  pair  of  horns,  to 
distin^ish  him  from  the  rest.  The  comedia  was  in  three  acts,  as 
they  all  are.  At  the  end  of  each  serious  act  they  pEayed  a  farce 
with  some  pleasantries,  in  which  the  graciosQ  or  clown  appeared, 
who,  amid  a  great  number  of  dull  jests,  occasionally  uttered  some 
that  were  not  so  bad.  These  interludes  were  mingled  with  dances 
to  the  music  of  harps  and  guitars.  The  actresses  had  castanets  and 
wore  little  hats.  This  is  the  custom  when  they  dance,  and  when 
they  dance  the  Zsrabands,  it  seemed  that  they  did  not  touch  the 
eround,  so  lightly  did  they  glide.  Their  manner  is  quite  different 
from  ours;  they  move  their  arms  too  much,  and  often  pass  their 
hands  over  their  hats  and  faces  with  a  very  pleasing  grace,  and  they 
play  the  castanets  admirably. 

Moreover,  one  must  not  think  that  these  players— because  San 
Sebastian  is  a  small  place — are  very  diflfcrent  from  those  of  Madrid. 
I  have  been  told  that  the  King's  players  are  somewhat  better,  for, 
after  all,  they,  too,  play  what  they  call  Comedim  famosas.  that  is, 
the  best  and  most  famous  comedies,  and  in  truth  the  greater  part 
of  them  are  quite  ridiculous.  For  example,  when  St.  Anthony  said 
the  CQnfiteor,  which  was  quite  frequent,  everybody  kneeled,  and 
each  one  gave  himself  such  a  violent  mea  culpa  that  one  thought 
they  would  crush  their  breasts.^ 


In  her  tenth  letter,  written  from  Madrid  on  May  29, 
1679,  Madame  d'Aulnoy  gives  the  following  description 
of  the  opera  of  Alcina,^  which  she  witnessed: 

made  of  the  belt  coined) am,  dancers  and  men  of  muaicke,  to  give  coii.- 
Knimem  to  the  Royal  paire  [Charlct  and  Philip  IV,]  as  they  paurd  it" 
Tbt  Keae  it  preientcd  in  a  rare  German  print  in  the  Grcnvilte  library, 
which  ihowi  the  players  OD  a  rude  platform  or  stage  raised  about  five 
fcri  from  the  {ground,  with  a  curtain  at  the  back  and  on  the  sides.  (See 
VV.  B.  Rye,  England  at  leen  by  Foreign frt  in  thf  Dttyt  of  Etitaheth  and 
Jmmft  t;  etc.,  London,  1865,  p.  ex.  Also  Nichols,  Thf  Frogrets  of  Jamtt 
t..  Vol.  IV,  pp.  8*4  and  877.) 

'  RtUtioH  du  Poyagt  d'Etfiagfif,  k  Lb  Haye,  chejt  Keory  vin  Butdereq, 
Toroe  Premier,  165),  p.  5s, 

*  Founded  on  an  episode  in  the  Orlando  Furiato, 
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I  never  saw  such  wretched  machinery.  The  gods  descended  on 
horseback  upon  a  beam  which  extended  from  one  end  of  the  stage 
to  the  other;  the  sun  was  lighted  up  by  means  of  a  dozen  lanterns 
of  oiled  paper  in  each  of  which  was  a  lamp.  When  Alcina  prac- 
tised her  enchantnnents  and  evoked  the  demons,  the  latter  arose 
leisurely  out  of  hell  upon  ladders.  The  gracioio  or  clown  made 
countless  rude  jests.  The  musicians  have  rather  good  voices,  but 
sing  too  much  from  the  throat.  Formerly  all  sorts  of  persons  were 
permitted  to  enter  [the  Buen  Retiro,  where  the  opera  of  Jlcina 
was  presented  before  the  King],  although  the  King  was  present, 
but  this  custom  is  changed  now  and  only  great  lords,  or  at  least 
titled  persons  or  knights  of  the  three  military  orders,  are  admitted. 
The  building  is  certainly  very  beautiful  and  handsomely  painted  and 
gilded;  the  boxes  are  furnished  with  blinds  {griUees  de  falousies) 
like  those  we  have  at  the  Opera,  but  they  reach  from  top  to  bottom, 
so  that  they  seem  to  form  a  kind  of  room.  The  side  on  which  the 
King  sits  is  magnificent.  Moreover,  the  finest  comedy  in  the  world, 
I  mean  of  those  which  they  play  in  the  city  [i.e.,  in  the  public 
theaters],  is  often  approved  or  hissed,  according  to  the  caprice  of 
some  wretch. 


At  this  time,  as  already  related,'  the  fate  of  a  new  come- 
dia  on  the  Madrid  boards  generally  depended  upon  the 
whim  of  a  shoemaker. 
The  writer  continues : 


There  is  a  certain  place  in  the  theater,  a  kind  of  amphitheater 
called  the  cazuela.  Hither  flock  all  the  women  of  a  mediocre 
virtue,  and  all  the  great  lords  also  repair  to  it  to  spNcak  with  than. 
Sometimes  so  much  noise  is  made  there  that  the  thunder  cannot  be 
heard.  They  say  so  many  witty  things  that  one  almost  dies  of 
laughter,  for  their  vivacity  is  not  restrained  by  good  breeding.' 


4 


Madame  d'Aulnoy  gives  a  brief  account  of  an  auto  which 
she  saw  represented  in  Madrid  in  June,  1679.  After  de- 
scribing summarily  the  procession  which  always  precedes 

^  Sec  above,  pp.  tit,  122. 

*  Refathit  du  P'ayagt  li'Etpagnf,  La  Haye,  1693,  Tome  III,  p.  Si. 
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the  auto,  she  says  that  the  King  went  to  the  church  of 
Santa  Maria,  near  the  palace,  to  meet  the  procession. 

On  that  day  all  the  ladies  put  on  their  summer  clothes  and  ap- 
pear in  all  their  Untty  on  the  balconies,  with  baskets  of  flowers  and 
bottles  of  scented  water,  which  they  throw  down  when  the  pro- 
cession passes.  .  .  .  When  the  Holy  Sacrament,  which  had  been 
carried  in  the  procession,  is  returned  to  the  church,  the  people  repair 
to  their  houses  to  dine  and  then  to  attend  the  atito.  .  .  .  These  are 
tragedies  upon  sacred  subjects,  the  execution  of  which  is  very 
bizarre.  They  are  represented  in  the  yard  or  in  the  street  of  the 
president  ol  each  Council,  to  whom  this  is  due.  The  King  comes 
there,  and  all  the  persons  of  quality  receive  tickets  on  the  previous 
evening.  We  were  also  invited,  and  I  was  surprised  that  they 
should  have  lighted  an  extraordinary  number  of  torches  while  the 
sun  was  shining  brightly  on  the  comedians,  and  made  the  candles 
melt  like  butter.  They  played  the  most  absurd  piece  that  I  have 
ever  seen.  Here  is  the  plot  of  It;  The  Knights  of  St.  James  are 
assembled,  and  our  Lord  comes  to  beg  them  to  receive  him  into 
their  order.  There  are  several  who  are  quite  willitig,  but  the  elders 
represent  to  the  others  the  wrong  which  they  would  commit  by 
admitting  among  their  number  a  person  of  lowly  birth,  for  St. 
Joaeph,  his  father,  was  a  poor  carpenter  and  the  Holy  Virgin  had 
wvihed  as  a  seamstres.  Our  Lord  awaits  the  decision  with  much 
anxiety,  and  is  at  length  refused,  but  the  Order  of  Christ  is 
finally  instituted  for  him,  and  all  are  satisAed.  This  is  a  Portuguese 
order.  .  ,  ,  These  autos  last  a  month.^ 

Of  the  character  of  Spanish  audiences  and  of  their  be- 
havior, we  have  already  spoken.  Alonso  Lopez  Pinciano 
gives  an  amusing  account  of  the  scenes  enacted  among  the 
spectators  in  the  Corral  de  la  Cruz  about  1595  or  per- 
haps earlier.  With  his  friends  Ugo  and  Fadrique,  the 
Pincian  had  gone  to  see  a  tragedy  of  Euripides  at  the 
above  theater.  While  waiting  for  the  performance  to 
begin,  Fadrique  says :  "This  is  fay  no  means  a  poor  pastime, 
-^  for  here  we  can  enjoy  many  and  various  things,  observ- 
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ing  these  people  gathered  together.  One  throws  a  hand- 
kerchief from  above  Irtto  the  patio,  and  a  seller  of  fruits 
or  confections  picks  it  up,  unties  the  knot  in  the  corner, 
takes  out  the  coin  and,  wrapping  in  it  the  fruit  demanded, 
tosses  it  up  and  perchance  it  alights  in  the  mouth  of  some 
one  for  whom  it  was  not  intended,  who  involuntarily  bites 
into  it— handkerchief  and  all.  Then,  to  watch  the  wran- 
gling over  the  bancos:  this  banco  is  mine;  this  seat 
was  reserved  by  my  servant,  etc.,  and  the  arguments  pro 
and  contra.  To  watch  some  fellow  cross  the  whole  thea- 
ter to  reach  his  scat,  and  see  how  they  shout  at  htm  and 
twit  him.  Or  to  see  blows  exchanged  in  the  women's 
gallery  tn  a  quarrel  over  a  seat  or  in  a  fit  of  jealousy," '  etc. 
A  very  animated  description  of  the  scenes  in  a  Spanish 
theater  at  about  the  middle  of  the  seventeenth  century 
is  given  by  the  dramatist  Juan  de  Zabaleta,  in  his  Dia  de 
Fiesta  por  la  Tarde^  Madrid,  1692,  p.  236  (the  first 
edition  is  of  Zaragoza,  i666) .    He  says : 

He  must  dine  hurriedly  at  noon,  who  intends  to  go  to  tht 
comedia  in  the  afternoon.  His  anxiety  to  get  a  good  seat  hardl;* 
permits  him  to  warm  the  chair  at  the  dinner-table.  He  reaches  the 
I  door  of  the  theater,  and  the  first  thing  he  does  is  to  try  to  enter 
i  without  paying.  The  first  misfortune  of  players  is  to  u'ork  much 
\  and  to  have  but  few  persons  pay.  For  twenty  persons  to  enter  on 
three  quartos  would  not  do  much  harm  if  it  were  not  an  occasion 
for  many  others  to  do  the  same.  For  if  only  one  has  not  paid, 
countless  others  will  also  refuse  to  pay.  All  wish  to  tn'joy  the 
privilege  of  free  admission  in  order  that  others  may  see  that  thcjr 
are  worthy  of  it.  This  they  desire  with  such  intense  eagerness  thjt 
they  will  fight  to  obtain  it,  and  by  fighting  they  achieve  their  object 
Rarely  does  a  man  who  has  once  quarreled  to  avoid  paying  enr 
pay  at  any  subsequent  time.  A  fine  reason  to  quarrel,  in  order  to 
profit  by  the  sweat  of  those  who  labor  to  entertain  one!  And  tb«i, 
because  he  does  not  pay,  will  he  be  easy  to  please?  On  the  con- 
trary, if  a  player  wears  a  poor  costume  he  insults  him  or  hiss«  him. 

''  Pkihtofhia  Antigua,  Madrid,  t59&,  pp.  529,  53% 
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I  should  like  to  know  how  this  fellow  and  those  who  imitate  him 
can  expect  a  player  to  wear  fine  clothes,  when  they  refuse  to  pay 
him.  .  .  .  Our  idler  moves  on  into  the  theater  and  approaches  the 
person  who  assigns  the  scats  and  benches,  and  asks  for  a  place,^  He 
is  met  with  the  reply  that  there  are  none,  but  that  a  certain  scat 
which  has  been  engaged  has  not  yet  been  occupied,  and  that  he 
should  wait  until  the  guitar-players  appear,  and  if  it  be  still  vacant, 
he  may  then  occupy  it.  Our  man  argues,  but  to  amuse  himself,  in  the 
meanwhile,  he  goes  to  the  dressing-room.  There  he  finds  women 
taking  off  their  street  clothes  and  putting  on  their  theatrical  cos- 
tumes. Some  are  so  far  disrobed  as  though  they  were  about  to 
retire  to  bed.  He  takes  his  place  in  front  of  a  woman  who,  having 
come  to  the  theater  on  foot,  is  having  her  shoes  and  stockings  put 
on  by  her  maid.  This  cannot  be  done  without  sopie  sacrifice  of 
modesty.  The  poor  actress  must  suffer  this  and  does  not  dare  to 
protest,  for,  as  her  chief  object  is  to  win  applause,  she  is  afraid  to 
offend  any  one.  A  hiss,  no  matter  how  unjust,  discredits  her,  since 
all  believe  that  the  judgment  of  him  who  accuses  is  better  than 
their  own.  The  actress  continues  to  dress,  enduring  his  presence 
with  patience.  The  most  indecorous  woman  on  the  stage  has  some 
modesty  in  the  green-room,  for  here  her  immodesty  is  a  vice,  while 
there  it  is  of  her  profession. 

The  fellow  never  takes  his  eyra  of?  her.  .  .  .  He  approaches  the 
hangings  (fianoi)  to  sec  whether  the  doubtful  seat  is  occupied,  and 
finds  it  vacant.  As  it  appears  that  the  owner  will  not  come,  he 
goes  and  takes  the  seat.  Scarcely  has  he  been  seated  when  the 
owner  arrives  and  defends  his  claim.  The  one  already  seated  re- 
sists, and  a  quarrel  ensues.  Did  this  fellow  not  come  to  amuse 
himself,  when  he  left  his  home?  And  what  has  quarreling  to  do 
with  amusement?  .  .  .  Finally  the  quarrel  is  adjusted,  and  the  one 
who  has  paid  for  the  scat  yields  and  takes  another  place  which  has 
been  offered  him  by  the  peacemakers.  The  commotion  caused  by 
the  struggle  having  subsided,  our  intruder  is  also  quieted  and  now 
turns  his  eyes  to  the  gallery  occupied  by  the  women  {catuela), 
carefully  scrutinizing  their  faces  until  he  finds  one  who  particularly 
strikes  his  fanc}',  and  guardedly  makes  signs  to  her. 
•■The  ciizutla,  my  dear  sir,  is  not  what  you  came  to  see,  but  the 

' Thr  *uni  paid  >t  the  door  {tnlrada)  only  entii1e»  the  pcrion  to  admii- 
OM  to  >  teat,  for  which  ao  extra  auin  must  be  paid. 
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comedia.  .  .  .  He  is  looking  round  in  every  direction,  when  he 
fcek  $ome  one  pull  his  cloak  from  behind.     He  turns  and  sees  a. 
fruit-seller,  who,  leaning  forward  berwecn  two  men,  whispers  to 
him  that  the  woman  who  is  tapping  her  knee  with  her  fan  says  that 
she  has  much  admired  the  spirit  which  he  has  shown  in  the  quarrel 
and  asks  him  to  pay  for  a  dozen  oranges  for  her.    The  fellow  loob 
a^in  at  the  caxuela,  sees  that  the  woman  is  the  one  that  caught  his 
fancy  before,  pays  the  money  for  the  fruit,  and  sends  word  that  she 
may  have  anything  else  she  pleases.    As  the  fruit-seller  leaves,  the 
fellow  immediately  plans  that  he  will  wait  for  the  woman  at  the 
exit  of  the  theater,  and  he  begins  to  think  that  there  is  an  inter- 
minable delay  in  beginning  the  ptay.    In  a  loud  and  peevish  manner 
he  signifies  his  disapproval,  exciting  the  mosqufteros,  who  are  stand- 
ing below,  to  break  forth  with  insulting  shouts,  in  order  to  hasten 
the  players.    Why  do  they  do  this?  ,  .  .  Not  one  of  tbc^e  who  ire 
shouting  would  run  the  risk  of  saying  a  word  to  a  player  in  the 
street.    And  besides  being  foolish  and  cowardly  to  treat  them  thus, 
it  lis  most  ungrateful,  for  of  all  people  actors  are  those  who  strive 
hardest  to  please.    The  rehearsals  for  a  comedia  are  so  frequent  ainl 
so  long  that  it  is  often  a  positive  torment.    And  when  the  time  for 
the  first  performance  arrives,  every  one  of  them  would  willingly 
give  a  year's  pay  to  make  a  good  appearance  on  that  day.     And 
when  they  come  upon  the  stage,  what  fatigue,  what  lo^  'n'ould  tbry 
not  willingly  undergo  to  acquit  themselves  well  of  their  task?    It 
they  are  to  cast  themselves  from  a  rock  they  do  it  with  the  fear- 
lessness of  despair,  yet  their  bodies  are  human,  and  they  feci  piiii 
like  any  other.    And  if  in  a  comedia  a  death-struggle  is  to  be  ref>T^ 
sented,  the  actor  to  whose  lot  it  falls  writhes  upon  the  dirty  stasc- 
which  is  full  of  projecting  nails  and  splinters,  with  no  more  regirJ 
for  his  costume  than  if  it  were  the  coarsest  leather,  while  often  it  i» 
very  costly.  .  .  .  And  I  have  seen  an  actress  of  great  repute  (irfw 
died  only  a  short  while  ago)   representing  a  passage  where,  in  * 
rage,  she  tears  a  garment  to  tatters  to  heighten  the  effect  of  hf 
acting,  though  the  article  torn  may  cost  twice  as  much  as  the  njontr 
she  receives  for  the  performance.  .  .  . 

But  women  also  go  to  see  the  comedia.  On  feast-days  men  go  B 
the  play  after  lunching,  but  women  go  before.  The  woman  wl* 
goes  to  the  comedia  on  a  holiday  generally  makes  it  an  afiair  »'' 
whole  day.    She  meets  one  of  her  friends,  and  they  take  «  bice  or 
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breakfast,  reserving  the  midday  meal  for  the  evening.  Then  they 
go  to  mass,  and  from  the  church  straight  to  the  cazuela  to  get  a 
good  seat.  There  is  no  money-taker  at  the  door  yet.  They  enter 
and  find  a  sprinkling  of  women  as  foolish  as  themselves  already  in 
the  cazueia.  They  avoid  the  front  seats,  for  these  are  for  the 
women  who  come  to  see  and  be  seen ;  so  they  take  a  modest  scat  in 
the  middle.  They  express  their  pleasure  at  having  found  so  com- 
fortable a  place  and  cast  their  eyes  about  for  some  pastime.  Finding 
none,  the  rest  from  the  hurry  of  the  morning  serves  as  a  satisfaction. 
Other  women  enter,  and  some  of  the  more  brazen  sit  by  the  front 
railing  of  the  ea%uela,  thus  shutting  out  the  light  from  those  in  the 
middle.  Now  the  merry-making  is  let  loose.  The  money-takers 
enter.  One  of  our  friends  draws  a  handkerchief  from  beneath  the 
folds  of  her  petticoat,  and  with  her  teeth  looses  a  knot  tied  in  the 
corner  of  it,  and  takes  out  a  real  (34  maravcdis)  and  asks  for  the 
return  of  ten  maravedis.  While  she  is  doing  this  the  other  takes 
from  her  bosom  a  paper  containing  ten  quartos  (40  maravedis),  and 
hands  her  money  to  the  doorkeeper,  who  passes  on.  The  one  with 
the  ten  maravedis  in  her  hand  now  buys  a  package  of  filberts  for 
two  quartos,  and,  like  a  child,  does  not  know  what  to  do  with  the 
remaining  ochavo  (2  maravedis)  which  she  has  received  in  change; 
finally  she  drops  it  in  her  bosom,  with  the  remark  that  it  is  for  the 
poor.  Now  the  two  friends  begin  to  crack  the  filberts,  and  you  can 
bear  them  munching  them ;  but  one  of  the  filberts  is  full  of  dust, 
the  other  contains  a  dry  kernel,  while  another  has  an  oily  taste.  .  .  . 
Now  more  women  are  crowding  in.  One  of  those  who  are  in  front 
make  signs  to  two  others  who  are  standing  behind  our  two  friends, 
and  without  asking  permission  the  newcomers  pass  between  the  two, 
stepping  on  their  skirts  and  disarranging  their  cloaks,  which  pro- 
vokes the  exclamation;  "Did  you  ever  see  such  rudeness  I"  and  they 
begin  to  shake  and  fleck  the  dust  from  their  skirts.  Those  in  the 
front  seats  begin  to  eat  sandwiches,  and  presefitly  one  of  the  two 
friends  remarks:  "Do  you  sec  that  man  down  there  with  grayish 
luir  who  is  taking  a  seat  on  one  of  the  benches  on  the  left?"  etc.  . .  . 
Here  follows  some  scandal,  for  which  she  is  reproved  by  another 
iwoniAn  fitting  near.  .  .  . 

The  caiutla  being  now  full,  the  apretador  enters  (he  is  the  door- 
keeper, who  makes  the  women  sit  closer  so  that  they  may  make  more 
rcMMXi),  accompanied   by  four  women,   well  drened  and  thickly 
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veiled,  whom  he  wants  to  accommodate,  for  they  have  given  him 
eight  quartos.  He  approaches  our  friends  and  tells  them  to  stt 
closer;  they  protest;  he  insists,  and  they  reply  that  the  women 
should  have  come  earlier,  when  they  would  have  found  seats. 
Finally  the  newcomers  let  themselves  fall  upon  those  already  seated, 
who,  to  gpt  away  from  under  them,  unconsciously  make  rooni 
There  is  grumbling  on  all  sides,  but  at  last  quiet  is  restored.  .  . 
It  is  now  half-past  two  o'clock,  and  the  friends,  who  had  not  dined, 
begin  to  get  hungry.  At  length  one  of  the  women  who  had  bem 
accommodated  by  the  apretador  gives  to  our  friends  each  a  handful 
of  prunes  and  some  candied  yolks  of  eggs,  with  the  remark :  "Coine 
let  us  be  friends  and  eat  these  sweets  which  some  booby  gave  me." 
They  begin  to  eat  and  want  to  strike  up  a  conversation,  but  sav 
nothing,  as  they  cannot  stop  eating.  Presently  there  is  an  alterca- 
tion at  the  door  of  the  caxuela  between  the  doorkeeper  and  4  num^ 
her  of  youths  who  want  some  women  to  enter  free,  and  ihej*  buist 
into  the  caxuela  quarreling.  A  great  commotion  and  uproar  ensues. 
The  women  rise  excitedly,  and  in  their  anxiety  to  avoid  those  who 
are  quarreling  they  fall  over  one  another,  .  ,  .  Those  who  rush  up 
from  the  patio  to  lend  aid  or  restore  order  push  into  the  jumbling 
inass  and  bowl  the  women  over.  All  now  take  to  the  comcis  as 
the  best  place  in  the  cazuela,  and  some  on  all  fours  and  othen  run- 
ning seek  a  place  of  safety.  Finally  the  police  expel  the  nmen,  and 
every  woman  takes  a  seat  where  she  happens  to  be,  none  occupjing 
the  one  she  had  at  first.  One  of  the  two  friends  is  now  on  the 
last  bench,  while  the  other  is  near  the  door.  The  former  !«* 
lost  her  gloves  and  finds  that  her  gown  is  torn ;  her  friend  ts  bleed- 
ing at  the  nose  as  the  result  of  the  scuffle,  and,  having  lost  her  h*n(J- 
kerchief,  makes  use  of  her  petticoat.  All  is  lamentation,  when  the 
guitar-players  enter,  and  quiet  is  once  more  restored.  ,  ,  ,• 

In  no  country,  as  already  obsei^ed,  had  the  drama  r^ 
celved  greater  encouragement  than  in  Spain,  nor  was  its 
popularity  limited  to  any  one  class,  but  all,  from  ^ 
highest  to  the  lowest,  favored  and  supported  it.  As  d^ 
veloped  and  perfected  by  the  great  Phenix,  Lope  dc  Vcg«i 

'0*rdj  df  D.  Juan  de  ZabaUfa,  Madrid,  1693,  "El  Dia  de  FieiM  p«f' 
Tirde,"  pp.  396  ff. 


SPANISH  PLAYERS  ABROAD 


It  was  a  genuine  product  of  the  Spanish  soil.  Whatever 
its  subject-matter,  whether  mythology,  history,  or  legend, 
all  was  translated  into  the  Spain  of  the  day;  its  characters 
not  only  spoke  Spanish,  but  they  were  Spaniards  in  every 
vein  and  fiber.  In  a  word,  It  was  truly  national  in  char- 
acter, and  herein  lies  one  of  the  chief  glories  of  the 
Spanish  drama,  which  is  shared  only  by  England  among 
the  countries  of  modern  Europe.  Such  a  rapid  and 
extraordinary  development  of  the  drama  necessitated  a 
vast  number  of  players  for  its  exposition,  and  the  names 
of  nearly  two  thousand  actors  have  come  down  to  us, 
who,  from  the  rude  beginnings  of  Lope  de  Rueda  upon 
an  improvised  stage  in  the  public  square,  to  the  magniflcent 
and  costly  entertainments  of  Philip  the  Fourth  in  the  Buen 
Retiro,  represented  the  uninterrupted  productions  of  the 
Spanish  Muse,  from  the  simple  pasos,  eglogas,  and  farsas 
to  the  great  masterpieces  of  Lope  de  Vega  and  his  host 
of  followers.  And  yet,  great  as  was  the  number  of 
Spanish  players,  they  seem  to  have  limited  their  sphere 
of  action  almost  exclusively  to  their  own  country  or  to 
the  Spanish  possessions  in  Italy,  During  the  long  occu- 
pation of  the  Netherlands  by  Spain  the  Spanish  language 
gained  great  currency  through  that  country,'  and  Spanish 
players  certainly  visited  the  Netherlands  frequently.* 
Our  information  as  to  their  journeys  in  the  remaining 
countries  of  Europe  is  also  very  slight  when  compared 
with  the  records  left  by  the  many  companies  of  traveling 
players  from  England  and  Italy  during  the  latter  part  of 

'"In  de  iciticndc  en  zcvrncirndc  eeuw  was  de  Spaansche  laal  in  onl 
vaitrlitid  bijna  zoo  gcmccnxaam  all  tegenwoordig  de  FraRschc."  (Gey«- 
beek,  Antkoloptth  en  Critiich  H'oardtnhotk,  Bd.  Ill,  quofed  by  Schwe- 
ring,  2ur  Gtickiehte  dtt  nieiifftdttJutkett  uitd  tpanitchen  Drsmat  in 
Dfmt/ehland,  Munster,  1S9;,  p.  •}(>.) 

*  I  have  bcrn  unable  to  consult  the  fol lowing  article,  which  may  contsm 
Mnie  infonaaiion  on  thi»  point;  Te  Winkel,  "De  invloed  der  SpaaiiKhe 
L^tterkunde  op  de  Nedcftandtche  in  de  zeventiende  eeuw,"  in  the  Tijd- 
tfirift  moor  Nrdtrtandithe  Taal-  tn  Lriieriundff  Eerste  Jaargang,  Leidehi 
it* I,  S.  S9'    Melcbor  de  Leon  »eemi  to  bavc  been  in  Bru«>e1i  with  hit  coia> 
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the  sixteenth  and  beginning  of  the  seventeenth  centuries. 
The  earliest  notice  of  Spanish  players  abroad  that  I  have 
found  falls  in  the  year  1604.  On  August  2  of  that  year 
a  Spanish  actress  was  found  murdered  at  Saint-Germain- 
des-Pres,  and  two  Spanish  actors  were  convicted  of  the 
crime  and  executed.'  Some  Spanish  players  also  ap- 
peared at  the  Port  Saint-Germain  on  October  27,  1613, 
but  met  with  no  success.'  A  company  also  visited  Paris 
in  161 8,  but  we  know  nothing  further  about  them.*  In 
1643  Pedro  de  la  Rosa  and  his  company  visited  Paris, 
and  returned  thither  in  1674,  and  in  1660  Sebastian  de 
Prado  took  a  troupe  of  players  to  Paris  at  the  instance 
of  Maria  Teresa,  daughter  of  Philip  IV.  and  wife  of 
Louis  XIV.,  whom  she  had  married  the  previous  year. 
Some  members  of  this  company  are  said  to  have  i*- 
malned  In  France  twelve  years;  Prado  certainly  did  not, 
for  we  find  him  in  Spain  in  the  following  year.  In  i66(i 
we  again  hear  of  Spanish  players  who  gave  a  BalUt  del 
Muses  at  Saint-Germain-en-Laye  on  December  2,  among 
them  Jerontma  de  Olmedo  and  Maria  de  Anaya.* 

The  only  record  of  the  visit  of  a  Spanish  company  to 
London  has  already  been  mentioned    (above,   p.   139. 

^  Mimtfiret  tt  JouTnel  de  Pierre  de  VEstmte,  ed.  MicKaud  ec  PoujolM. 
Paris,  1857,  p.  378.  See  Riga!,  Le  Thiatre  Franf:ais  avani  U  pJritit 
tlatsique,  Parla,  1901,  p.  50,  note  3. 

'In  B  letter  dated  October  zj,  i£i],  Malherbe  says:  "Jc  virna  tMl  ^ 
cette  hcure  de  la  comedie  des  Espagnols,  qui  oht  aujourd'hui  commrfic^  ^ 
joUer  a  la  poTtv  Saint-GcTmain  dans  le  faubourg;  ll»  qdi  fait  dn  nC* 
veilles  en  aotti»ei  et  impertinences,  ct  n'y  a  eta  personne  qui  ne  s'et*  »••' 
revenu  avec  ma]  de  tete ;  mai»  pour  une  foij  il  n'y  b  point  eu  de  tnal  * 
aavoir  ce  que  c'est.  Je  auis  de  ceux  qui  s'y  sont  exceUemmem  ennui"^" 
etc.  (Lriirei  de  Malhrrhr,  ed.  Lalanne  [Grandi  Eerivai/ts),  Pari*,  iW* 
Vol.  Ill,  p.  %%Q.)  And  it)  a  letter  of  November  S4  (p.  35*)  he  remaifc" 
"Les  Espagnola  ne  plaisent  ^  peraonne ;  ils  jouetit  au  faubourfr  SaiM* 
Germain,  mais  ils  ne  gagnent  pas  le  louage  du  jeu  de  paume  oO  1^ 
jouent." 

*  Mimoirti  du  Marichal  dt  Bassompierre,  cd.  Petitot,  Tome  XX,  fu^ 
iSaa,  p.  157,  who  merely  remark »:  "Nous  ediries  lei  comedie*  evpagn*'*' 
cet  hiver-]a." 

'Rouanet,  Intermides  Esfagnoh,  Paris,  1897,  p.  316,  quoting  FMraei 
Lei  Cvnteinporaint  de  MolUre,  Tome  II. 


DECLINE  OF  THE  DRAMA' 

ftote  i),  when  Juan  Navarro  Oliver  represented  a  play 
before  the  King  on  December  23,  1635,  for  which  he  re- 
ceived ten  pounds. 

But  great  as  the  popularity  of  the  drama  was  in  Spain, 
and  rapid  as  was  its  rise,  its  decline  and  fall  were  almost 
equally  rapid,  and  by  the  middle  of  the  seventeenth  cen- 
tury it  was  clearly  on  the  wane.  Indeed,  a  change  it 
perceptible  a  decade  earlier.  The  death  of  the  great 
founder  of  the  national  drama,  Lope  de  Vega,  in  1635, 
withdrew  from  it  a  support  which  caused  the  magnificent 
structure  to  waver.  By  the  middle  of  the  century  all  the 
greatest  dramatists,  with  the  single  exception  of  Calderon, 
were  dead.  Guillen  de  Castro  died  in  1631;  Alarcon's 
death  occurred  in  1639,  followed  by  Mira  de  Mcscua  in 
1644.  Tirso  de  Molina  died  in  1648,  although  he  had 
ceased  to  write  for  the  stage  even  before  Lope's  death. 
Of  the  lesser  lights  of  the  drama,  Montalvan  died  in 
1638,  and  Luis  Vclcz  de  Guevara  in  1644.  All  these  had 
passed  from  the  stage  of  life,  and  Calderon  alone,  of 
those  who  had  helped  to  rear  the  imposing  fabric  of  the 
drama,  was  sttll  writing  comedias  after  the  middle  of  the 
century,  and  even  of  his  followers,  Rojas  and  Morcto  had 
written  their  best  plays  by  that  time.  No  great  Spanish 
comedia  dates  after  1650.  And  here,  once  more,  at  the 
close  as  at  the  beginning,  the  Spanish  national  drama 
exhibits  a  striking  parallel  to  the  English,  which  had  also 
produced  all  that  was  best  in  it  before  the  closing  of  the 
theaters  in  1642. 

That  the  Spanish  theater  was  on  the  decline  by  1650, 
a  glance  at  the  list  of  the  great  leaders  of  the  theatrical 
companies  convincingly  shows.  The  older  ones,  who  had 
taken  part  in  the  great  renascence  under  the  magical 
touch  of  Lope — Velazquez,  Cisneros,  Rios,  Porres,  An- 
tonio de  Villegas,  Vergara,  Melchor  de  Villalba,  etc. — 
had  long  been  dead,  while  those  who  shared  in  the  greatest 
glory  of  the  stage — Baltasar  Plncdo,  Domingo  Balbin, 
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Cristobal  Ortiz  de  Villazan,  Alonso  de  Riquelme,  Cristo- 
bal de  Avendano,  Tomas  Fernandez  de  Cabredo,  Manuel 
Vallejo,  Antonio  Granados,  Pedro  de  Valdes,  Hcrnan 
Sanchez  de  Vargas,  and  Juan  de  Morales  Medrano— had 
also  passed  away,  and  Antonio  de  Prado,  Alonso  dc 
Olmedo,  and  Roque  de  Figueroa  all  died  in  1651.  Those 
who  were  left,  like  the  surviving  dramatists,  were  but  the 
smaller  lights  that  still  shone  for  a  while  in  the  glow  cast 
behind  them  as  the  great  stars  one  by  one  disappeared  be- 
neath the  horizon. 

And  it  was,  perhaps,  not  unfitting  that  this  should  be  so. 
These  famous  auiores  had  been  the  friends  and  associates 
of  the  great  poets  who  created  this  vast  and  wonderful 
drama ;  for  particular  players  of  their  companies  many  of 
the  most  celebrated  comedias  had  been  written;  the  re- 
hearsals were  often  conducted  in  the  presence  of  the  poet, 
and  the  parts  perfected  under  his  eye.  For  them  the 
business  of  the  stage  was  an  actual  and  living  thing,  not 
a  dead  and  dry  tradition.  But  the  sun  had  set,  and  while 
one  great  star  was  still  refulgent  in  the  gathering  glooiDi 
it  was  only  a  question  of  a  little  while  when  it,  too,  should 
disappear,  and  all  be  enveloped  in  darkness. 
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REPRESENTATIONS  IN  THE  CORRALES  OF  MADRID, 

1579-1602. 

(Prom  in  article  by  Sr.  Perez  Pastor,  ia  the  Bulttlin  Hupaaigut  (190&).) 


1579 

PrQtlucto  de  comedias  para  el  Hospital  civil  de  la  Paiton  desde 
JO  de  Mayo  de  IS?  9  hast  a  Jj  de  Die  tern  bre  de  el: 

Mayo. — "En  treinta  dc  Mayo  de  1579  afios  se  nombro  por 
comisario  dc  las  comedias  al  scnor  Francisco  de  Prado  el  qual  ha 
dc  usar  de&ta  coniision  desde  7  de  Junio  del  dicho  ana  por  dexacSon 
que  htzo  dello  Luis  de  Barahona,  comisario  que  fue  de  las  dichas 
comedias  hasta  este  dicho  dia." 

Junio.— "En  7  dia  del  me5  dc  Junio  del  dicho  afio  estando  en 
el  Hospital  de  la  Sagrada  Pasion  juntos  en  su  cabildo  D.  Alonso 
Enriquez,  Pedro  de  Ledcsma  y  Gonzalo  de  Monzon»  diputados,  y 
Juan  Lopwz  y  Pedro  Alvarez  de  Casasola  y  Caspar  de  la  Torre 
y  Valdivicso  y  Juan  Diaz^  cofradcs,  Francisco  de  Prado,  comisaiio 
de  las  comedias,  dixo  que  Francisco  Osorio,  autor  dc  comedias,  ha 
vefiido  a  csta  corte  y  le  ha  pedido  le  de  corral  en  que  represcnte  sus 
comedias,  y  que  el  le  ha  serialado  el  corral  de  Valdivieso,  y  que  el 
dicho  Francisco  Osorio  se  ha  obligado  a  hacer  el  teatro  y  dos 
tablados  a  los  lados  a  su  cosra  y  que  el  aprovechamiento  dellos  sea 
para  los  Hospitales  sin  que  se  les  descuente  cosa  alguna,  y  demas 
desto  le  da  el  dicho  Francisco  Osorio  diez  reales  cada  dia  que 
representare  y  dcstos  diez  reales  se  dan  sicte  reales  a  la  de 
Valdivicso  cada  dia  que  se  representare,  y  hoy  dicho  dia  es  el 
primero  que  represcnta  el  dicho  Osorio  y  que  ansi  mrsmo  halla  que 
en  el  corral  dc  la  Pacheca  esti  Salcedo  y  en  el  de  Pucntc  Ganasa 
que  ansi  mesmo  representan  hoy  dicho  dia  y  firmaron  de  sus 
nombres. — Juan  Lopez — Gonzalo  de  Monzon." 
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"El  dicho  OsoTto  comcdiante  represento  en  rl  dicho  corral  de 
ta  de  Valdivicso  segundo  y  rercero  dia  de  Pascua  que  fueron  a  \t» 
ocho  y  nueve  de  Junio  del  dicho  ano  y  por  rcspeco  de  la  poca  getite 
que  tuvo  no  hubo  aprovechamiento  ninguno  mas  de  los  diez.  realms 
que  dio  del  corral,  de  los  quales  de  los  dichos  dos  dias  se  dicron  a 
la  de  Valdivieso  catorce  reales  y  quedaron  seis  y  cupo  a  esta  casa 
quatra,  los  quales  se  metieron  con  la  quenta  de  Salcedo  y  el  siisdicho 
Osorto  se  fue  luego  sin  reprcsentar  mas.^ — Francisco  dc  Prado— - 
Gonzalo  de  Monzon." 

Domingo  7  de  Junio  de  1579  representaron  Ganasa  y  Salcedo, 
y  el  Hospital  de  la  Pasion  tuvo  de  aprovechamiento  de  las  dos 
comedias  221  reales  y  10  maravedises  de  las  dos  tercias  partes  que  le 
pcrtcneccn. 

En  8  de  Junio  segundo  dia  de  pascua,  156  reales  y  13  maravedis 
de  las  comedias  de  Ganasa  y  Salcedo. 

En  8  de  Junio  pago  Ganasa  20  reales  de  las  represerttaciones  de 
los  dias  l"  y  2°  dc  Pascua. 

En  g  de  Junto  195  reales  y  10  maravedises  de  las  comedias  que 
en  dicho  dta  hicieron  Ganasa  y  Salcedo. 

1 1  de  Junio.     Representaron  Ganasa  y  Salcedo, 

14  de  Junioj  domtngo  de  la  Trinidad.  Representaron  C^asay 
Salcedo. 

"Jueves  dia  del  Corpus  Christi  diez  y  ocho  del  mes  de  Junto  de 
1579  anos,  de  pedimento  de  Francisco  de  Prado,  vecino  dests  vill* 
de  Madrid,  comisario  nombrado  para  los  aprovechamientos  que 
procedteren  dc  las  comcdias  tocantcs  al  Hospital  dc  la  Pasion  dcst> 
corte,  yo  el  prescnte  cscribano  fui  al  corral  dc  Puente,  que  es  en 
la  calle  del  Lobo,  donde  reprcsenta  hasta  ahora  Ganasa,  italiano,  y 
al  corral  de  la  Pachcca  para  ver  si  habta  represcntacion  e  pidio 
por  testimonto  como  no  habia  represcntacion  en  d  un  corral  ni  en 
el  otro  porque  Ganasa  cs  ido  a  Toledo  y  Salcedo  tiene  las  fiestas  del 
Corpus  que  se  hicieron  hoy  en  esta  villa,  y  dc  su  pedimento  dor 
fee  que  hoy  dicho  dia  a  las  quatro  de  la  tarde  al  punto  fui  s  los 
dichos  corrales  y  no  habia  gente  en  ellos  y  estaban  vacios  dc  manen 
que  se  entiende  no  haber  comedias  estc  dia,  y  yo  el  presente  cscri- 
bano doy  fee  que  en  la  sala  de  los  senores  alcaldes  de  la  casa  y  corte 
de  su  Magestad  anteayer  martes  de  manana  se  dixo  que  por  otsii* 
dado  de  su  Magestad  Uevaban  a  Toledo  al  dicho  Ganasa  y  W* 
companeirois  para  la  fiesta  de  hoy  dicho  dia  y  ansi  poi  mandado  lie 
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las  dichos  senorcs  alcaldes  se  les  dferon  mulas  para  el  dicho  efecto, 
y  doy  fee  que  el  dicho  Salcedo  ha  fecho  hoy  las  fiesias  desta  villa, 
y  de  pedimento  del  dicho  Francisco  de  Prado  lo  firme  y  signe. — 
Diego  Verdugo  de  Leon." 

En  31  de  Junto  de  1579  Francisco  dc  Prado  hacc  saber  a  los 
diputados  de  la  Pasion  que  Ganasa  no  ha  vuelto  de  Toledo,  ni  sabe 
quando  vendra  Salcedo  y  que  no  hay  comcdias  en  la  corte. 

En  24  de  Junio  Ganasa,  vuelto  ya  de  Toledo,  represcnto  en  el 
corral  de  Pucnte. 

En  28  y  29  Junio  represcnto  Ganasa  en  el  corral  de  la  Pacheca. 

Julio,  2. — "Yo  Alonso  de  Robles,  escribano  de  su  majestad  en  la 
su  corte,  doy  fee  que  Ganasa,  italiano,  represcnto  en  cl  corral  de  la 
Pacheca  hoy  Jueves  dos  del  mes  de  Julio  deste  ano  de  setenta  y 
nueve  dia  de  trabajo,  y  que  en  la  dicha  representacion  declaro  que 
se  le  habia  dado  licencia  de  representar  dos  dias  en  la  scmana  por 
los  Scfiorcs  del  Conscjo  dc  su  Magestad,  y  en  fee  dc  ello  di  esta  el 
dicho  dia  mcs  y  ano  dc  pedimento  de  Francisco  dc  Prado  y  lo  firme 
dc  roi  nombre.  —Alonso  dc  Robles,  escnbano." 

5  de  Julio,  Domingo.  Represcnto  Ganasa  en  la  Pacheca.  (Id, 
martes  7  Julio.) 

"Domingo  12  de  Julio.  Represcnto  Cisneros  en  el  corral  de  la 
calle  del  Lobo,  que  es  el  de  Puente,  y  fue  la  primera  representacion 
que  hizo  en  Madrid  despues  que  salid  de  la  corte." 

En  el  mismo  dia  represcnto  Ganasa  en  el  corral  de  la  Pacheca. 

16  dc  Julio.     Represcnto  Ganasa  en  la  Pacheca, 

22  dc  Julio.  Representaron  Ganasa  y  Cisneros  cada  uno  una 
comedia.     {Id.  25  y  domingo  26.) 

28  y  50.    Ganasa. 

Agosto. —  Domingo  3.    Ganasa  y  Cisneros.     {td.  5,  6,  9  y  lO.) 

15  Agosto.  Alonso  Rodriguez,  el  Toledano,  represcnto  en  el 
corral  dc  Puente  porque  Cisneros  no  cstaba  en  la  corte.  Repre- 
scnto tambien  Ganasa  en  la  Pacheca. 

Domingo  16  de  Agosto.  Represcnto  Ganasa.  No  hubo  rcprC' 
sentacion  en  el  corral  de  Cristobal  de  Puente  por  no  haber  autor 
en  Madrid. 

18  de  Agosto  de  1579.  No  hubo  representacion  en  la  Pacheca 
por  estar  fuera  de  Madrid  los  italianos,  ni  en  el  corral  dc  Pucnte 
por  no  haber  autor  en  Madrid. 

30  Agosto.    Represcnto  Ganasa  en  la  Pacheca, 
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Domingo  23.    Reprcsentaron  Ganasa  y  Cisneros.    {Id.  24.) 

27  de  Agosto.  No  hubo  represcntacion  en  la  calle  del  Lobo 
porqur  Cisneros  «taba  ausente,  ni  en  el  de  la  Pacheca  porque 
Ganasa  no  quiso  representar  al  ver  que  habia  poca  gente  en  cl 
corral,  y  se  devolvio  el  dinero  a  las  personas  que  habian  entrado. 

30  Agosto.  Represento  Ganasa  en  la  Pacheca  y  hubo  un  volto- 
dor  en  la  calle  del  Lobo. 

Setiembrc, — En  6  de  Setiembrc  de  1579  represento  VelaaEqutz  U 
primera  vez  de  csta  lemporada  en  el  corral  de  Puentc;  y  los  dias 
anteriores  no  hubo  rcpresentacion  porque  la  licencia  que  se  did  i 
los  autores  para  representar  dos  dias  de  trabajo  fue  solatnente  pan, 
los  mcscs  de  Julio  y  Agosto.  En  el  mismo  dia  represento  Gansn 
en  la  Pacheca. 

8  de  Setiembrc.  Hubo  dos  comedias  una  de  Ganasa  y  otra  de 
Velazquez. 

10  de  Setiembrc. 

13  deSetiembre. 

17  de  Setiembre. 


(W.  15.) 


Represento  Velazquez, 
Ganasa  y  Velazquez. 

Represento  Ganasa  aunque  fue  dia  de  trabajo 
y  es  la  primera  vez  que  lo  hace  en  este  mes. 

20  de  Setiembre,  Domingp.  Hubo  comedia  de  Ganasa  y  dr 
Velazquez.     {Id.  2.1  y  24.) 

27.  Velazquez  en  la  calle  del  Lobo,  En  el  corral  de  la  Pachea 
hubo  mucha  gente  y  mucha  mas  en  la  c^Ic  espcrando  la  rep^^ 
sentacion  que  no  se  hizo  porque  Juan  Alberto  Ganasa  no  babia 
tenido  licencia  para  ello, 

29.     Ganasa  y  Velazquez. 

Octubre.— lo.     Ganasa  y  Velazquez.     {Id.  4,  6,  8  y  11.) 

13.     Ganasa  en  la  Pacheca.    Velazquez  estaba  fuera  de  Madrid. 

15.  No  hubo  representacion  en  la  Pacheca  "por  lo  tnuclio  qu< 
llovjo." 

18  y  20.     Ganasa. 

22.     "No  hubo  comedfa  a  causa  de  los  toros  que  hubo." 

35  Octubre.  Represento  por  primera  vez  en  el  corral  dc  Puente 
Rivas,  maestro  de  comedias  y  no  represento  mas  que  este  dii. 
Ganasa  represento  en  la  Pacheca. 

28  y  29.     Ganasa. 

Noviembre. — Domingo  1".  Represento  Ganasa.  (M.  3,  7,  R 
10,  12,  15.) 

18.     Ganasa  y  Salcedo  (i"  dia).      {Id.  Domingo  22.) 


Appendix  a 

24  y  26.     Ganasa. 
Domingo  29.     Ganasa,  Salcedo  y  Granado. 

"Vo  Francisco  de  Olea  doy  fee  .  .  ,  en  como  hoy  domingo  29 
dias  del  mes  de  Noviembre  de  1579  afios  fue  el  prtmero  dia  que  se 
represento  en  el  corral  que  las  cofradias  de  la  Sagrada  Fasion  y 
Nucstra  Senora  de  la  Soledad  tienen  en  esca  dicha  villa  en  la  calle 
de  la  Cruz,  en  el  qual  asi  mismo  represento  la  primera  vez  Juan 
Granado  e  Galvez,  autores  de  comedias,  esta  ultima  vez  que  vinie- 
ron  a  esta  corte  sin  que  hubiesen  representado  en  el  m  en  otro  corral 
donde  se  acostumbra  hacer  las  dicha;  comedias  otra  vez  desta 
postrera  venida  ,  .  ,  Francisco  de  Olea." 

Lunes  30  de  Noviembre.  Reprcsentaron  Gana$a,  Salcedo  y 
Gran  ado. 

Dicicmbrc. — 3,     Represento  Ganasa. 

Domingo  6.     Ganasa,  Salcedo  y  Granado. 

8.  Ganasa  y  Velazquez.  En  estc  dia  sc  notifico  a  Cristobal  de 
Puente  dueno  del  corral  de  la  calle  del  Lobo,  que  tenian  al- 
quilado  las  cofradias,  que  cesaba  este  arrendamiento  y  que  los 
asientos,  tablados  y  pertrechos  que  a  costa  de  las  cof  radias  se  habian 
hccho  en  dicho  corral  se  transladarian  al  nuevo  teatro  de  la  calle  de 
la  Cruz  ya  por  evitar  gastos  ya  tambien  porque  Francisco  Salcedo, 
que  representaba  en  la  calle  del  Lobo,  se  ha  ausentado. 

10.  No  hubo  reprcscntacion  en  ningun  corral  por  haber  Uovido 
mucho. 

15.     Rcprcscntaron  Ganasa.  y  Granado. 

17.  Representaron  Ganasa  y  Granado  y  fue  la  primera  vez  que 
se  represento  por  Granado  en  la  Cruz  en  dia  de  trabajo. 

18.  Ganasa  en  la  Pacheca  y  Granado  en  la  Cruz. 
ao.     Ganasa  y  Granado. 

31.     Ganasa. 

22  y  23.     Granado. 

25  y  26.     Granado  y  Ganasa. 

Domingo  27.  No  representaron  los  Italianos  ni  Granado  en  los 
corralcs  publicos  porque  lo  hicieron  a  los  senorcs  del  Consejo  de 
S.  M. 

28,  Ganasa  y  Granado, 

29.  Sc  dio  liccncia  a  Granado  y  Gal  vez  para  que  pudicsen  rep- 
resentor lodos  los  dias  hasta  el  de  Reyes  proxinio. 

39  y  30.     Represento  Granado  en  el  corral  de  la  Ctuk. 
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31,  Ganasa  en  la  Pacheca  "y  no  reprcscnto  Granado  en  la 
Cruz,"  (Archivo  de  la  Diputacion  provincial  de  Madrid.  Litnt 
de  euentas  del  Hospital  de  la  Pasion,  VII,  115,  2,) 

— "Razon  puntual  de  la  ejecucion  del  corral  de  la  Cruz  para  las 
comcdias  el  ano  1579":  Empezo  la  obra  el  13  de  Octubre  dc  r579 
por  cucnta  de  las  dos  obras  pias,  la  Sagrada  Pasion  y  Nucstn 
Senora  de  la  Soledad.  El  edificio  y  gastos  del  mismo  estuvieroo  i 
cargo  de  Getino  de  Guzman,  fiador  que  habia  sido  de  D»  Leonor  de 
Corrtnas  para  el  rescate  de  Miguel  de  Cervant^. 
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1580 

Cargo  de  las  comedim  del  ano    i^So  para  el  Hospital  dt  U 
Pasion  : 

Enero.— En  i*  de  Enero  hubo  representacion  por  Ganasa.  (Id. 
3,  5,  6.)  10.  Granado.  12.  Ganasa.  I4.  Ganasa  y  Granado. 
{Jd.  17  y  20.)  23.  Cisneros  y  Ganasa.  24.  Ganasa  y  Granado- 
{Id,  26  y  27.)  28.  Empezo  Cisneros  a  reprcsentar  en  cl  coml  de 
Fuente  que  habia  cstado  desbaratado;  y  ademas  trabajaron  hflta 
Carnestolendas  Granado  en  la  Cruz  y  Ganasa  en  la  Pacheca 
Cisneros  y  Granado.    31.  Cisneros,  Granado  y  Ganasa. 

Febrero. —  3.  Cisneros  y  Granado.  4.  Cisneros,  Granado 
Ganasa.  5.  Cisneros  en  la  Cruz.  7.  Cisneros,  Granado  y  Ga- 
nasa. 8.  Cisneros  en  la  Cruz  y  dio  "para  ayuda  de  coMt  dd 
corral"  200  rcales  que  le  correspondian  dc  su  aprovechamlento  come 
autor.  9,  Ganasa  y  Granado  (Cisneros  se  habia  ido  a  Alcali  d« 
Henares).  10,  n,  12,  13,  14,  15  y  t6.  Ganasa  y  Granado.  I7> 
miercoles  de  Ceniza,    Se  suspenden  las  reprcsentacioncs. 

Septiembre.— It.  Empezo  a  representar  Rivas  en  la  Pachect- 
12.  Rivas,  14.  Empieza  Cisneros  en  la  Pacheca.  15  a  25.  Cis- 
neros.    26,  28.  No  hubo  representacion.     27,  29  y  jcx  'Cisnen^ 

Octubre. — i"  a  10,  16  a  ig.  Cisneros.  20  a  22.  No  hubo 
comedia.  23  a  25.  Represento  Juan  Granado.  26.  No  hubo 
comedia.  27.  Granado.  28.  Juan  Granado  y  Alonso  Rodri- 
guez. Se  suspenden  las  representaciones  por  muerte  de  la  Rci» 
D*  Ana,    {Archwo  de  la  Diputacian  provincial,  VII,  115,2.) 
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^P  1581 

W        Carpo  de  las  comedias  del  aiia  isSi  para  el  Hospital  de  la  Pasion 

I    >'  cofradia  de  la  Soledad: 

I         30  noviembre  1581.— Ganasa  represento  en  la  Cruz  y  fuc  el 

I  primer  dia  que  hubo  comedia  despues  de  la  muerte  de  la  Rcina 
Ana.  "Y  de  todo  el  aprovechamiento  de  la  comedia,  sin  la  rcpre- 
sentacion,  se  allegaron  ducientos  y  setenta  reales  y  medio  de  que 
cupo  a  la  cofradia  de  ta  Soledad  de  la  tercia  parte  que  lleva  noventa 
reales  y  cinco  maravedis,  y  a  la  Pasion  le  cupo  de  sus  dos  tercias 
partes  ciento  y  ochenta  reales  y  doce  maravedis." 

Diciembre. — 3.  No  represento  Ganasa  en  el  teatro  de  la  Cruz 
porque  lo  hizo  al  Consejo  de  Cruzada  en  casa  del  Comisario  ge- 
neral; Galvez  represento  en  el  corral  de  la  Pacheca  "la  primera 
comedia  que  en  cste  ano  hizo."  4.  Ganasa  en  la  Cruz.  5,  7,  8. 
Ganasa  en  la  Cruz  y  Galvez  en  la  Pacheca.  10.  id.  "Este  dia 
represento  Alonso  Rodriguez,  el  de  Toledo,  la  primera  farsa  en  el 
corral  de  Puentc  y  envio  de  todo  aprovechamiento,  con  la  repre- 
sentacion,  54  reales."  12,  14  y  16.  Ganasa  en  la  Cruz,  y  Galvez 
en  la  Pacheca.  17,  18.  Ganasa  en  la  Cruz,  Galvez  en  la  Pacheca, 
f  Rodriguez  en  el  Pucnte,  ig,  20  y  21.  Ganasa  en  la  Cruz,  y 
Galvez  en  la  Pacheca.  22.  Granado  en  la  Pacheca.  25.  Saldai^a 
en  la  Cruz.  24.  Ganasa  en  la  Cruz,  Galvez  en  la  Pacheca  y  Sal- 
dana,  por  primera  vcz,  en  el  corral  de  Puente.  25.  Ganasa,  Gal- 
vez y  Saldana  en  la  Cruz,  Pacheca  y  Puente.  26.  Saldana  en  la 
CrtiZi  Galvez  en  la  Pacheca.  Ganasa  represento  at  presidente  del 
Consejo.  27  y  28.  Ganasa,  Galvez  y  Saldana.  29,  Saldana.  30. 
Ganasa,  Galvez  y  Saldana.  31.  Ganasa  y  Galvez.  "No  repre- 
sento Saldana  porque  el  y  su  comparlia  estuvieron  en  la  Cruz 
vicndo  a  los  Italianos."  {Archiva  4e  la  Diputachn,  VII,  II5,  At 
y  59,  2,  XII,  17.) 

1582 

Car^o  df  tas  cotnfdiat  del  onfi  isS^  para  el  Hoipital  de  la  Pasion 
X  (of radio  de  la  Soledad: 

Eitcro. —  I.  Rcprescntaron  Ganasa,  Galvez  y  Satdana.  2.  Gal- 
vez- 3X4-  Ganasa  y  Galvez.  5,  Saldana  en  la  Pacheca.  6. 
Ganasa,  Galvez  y  Saldana.  7.  Ganasa  y  Galvez.  8.  Saldana  en 
la  Cruz,     Galvez  y  Juan  Granado  salieron  para  ValladoUd.     9. 
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Ganasa  cm  la  Cruz.  lO.  Saldana  en  la  Cruz.  II.  Ganasa  en  la 
Cruz.  12.  Saldana  en  la  Pacheca.  14.  Saldana  en  la  Cruz.  No 
rcprescntaron  los  Italianos  por  cstar  enfermos  algunos  de  eUos. 
15.  Saldana  en  la  Pacheca,  Velazquez  en  la  Cruz  "y  fue  su  primcra 
rcpresentacion."  16.  Ganasa  en  la  Cruz,  "que  cs  el  dc  las  obnis 
pias";  Saldana  en  la  Pacheca.  17.  Velazquez  en  la  Crut-.  la 
Velazqueit  en  la  Cruz,  Saldana  en  la  Pacheca.  No  representaron 
los  Italianos  en  la  Cruz  por  estar  en  Guadalajara  a  la  boda  de 
D.  Rodrigo  de  Mendoza.*  21.  Saldana  en  la  Cruz,  Velazquez  en 
la  Pacheca.  22.  Velazquez  en  la  Cruz.  23.  Velazquez  en  li 
Cruz,  Saldana  en  la  Pacheca.  24.  Saldana  en  la  Cms.  25. 
Velazquez  en  la  Cruz.  26.  Saldana  en  la  Cruz.  28  y  29.  Sal- 
dana en  la  Cruz,  Velazquez  en  la  Pacheca.  30.  Velazquez  en  la 
Cruz.     31.  Saldana  en  la  Cruz. 

Fcbrero.— 2.  Saldana  en  la  Cruz.  4.  No  hubo  representacionES 
por  la  proccsion  general  para  recoger  los  pobres  mendigos  en  el 
Hospital  general,  5.  Velazquez  en  la  Cruz.  6.  Ganasa  ef!  la 
Cruz  "y  fue  la  primera  que  hizo  dcspues  que  vino  de  Guadalijsn." 
7.  Saldana  en  la  Cruz.  8.  Ganasa  en  la  Cruz,  g.  Velazquex  » 
la  Cruz.  JO.  Saldana  en  la  Cruz.  II.  Domingo.  VeUzqoez 
en  la  Pacheca,  Ganasa  en  la  Cruz  y  Saldana  en  el  corral  it 
Puente.  12.  Velazquez  en  la  Cruz.  13,  Ganasa  en  la  Cnft 
14.  Saldana  en  la  Cruz.  15.  Ganasa  en  la  Cruz.  16.  Vdit- 
quez  en  la  Cruz.  17.  Saldana  en  la  Cruz.  tS.  DtMiungak 
Ganasa  en  la  Cruz,  Velazquez  en  el  Puente,  y  Saldana  en  \i 
Pacheca,  19.  Ganasa  en  la  Cruz,  Velazquez  en  la  Pacheca,  ai 
Ganasa  en  la  Cruz,  Satdana  en  la  Pacheca.  2i.  \>lazquez  en  la 
Pacheca,  Ganasa  en  la  Cruz,  22.  Ganasa  en  la  Cniz,  Saldani « 
la  Pacheca,  23.  Ganasa  en  la  Cruz,  Velazquez  en  la  Fadieca. 
24.  Velazquez  en  la  Cruz,  Saldana  en  la  Pacheca.  25  y  36.  Sal- 
dana en  la  Cruz,  Velazquez  en  la  Pacheca.     27.   Saldana  m  li 

^  (Eaero  'SS?,  libaijo.)  "Sali6  a  represcDtar  Ganasa  el  itaiiaoo  obi 
comedta,  la  qual  .  .  .  oytron  cod  mucbo  aplavio  y  por  haber  tania  p^ 
no  se  pudo  represcntai  en  el  tablado  que  para  tllo  cstaba  hecho  .  .  ."' 
"Domingo  srguicnte  .  .  ,  A  ]a  aache  rrpresent6  Gana«a  el  UaliaiH),  a* 
que  te  cncrccuvieron  hasta  fue  hora  de  cenar."  (Retaciod  At  todo  l> 
lucedido  CM  lo3  casamiento}  At  loi  aenorei  Don  Rodrigo  y  Poga  Aaa  if 
Mendoxa,  hijo  y  hermano  del  senor  Marques  de  Ceocte  }'  Duqur  ^ 
Infantado,  que  sc  celcbraron  en  la  dudad  dc  Guadalatara  j  30  dr  Earn 
d«  ijla,   Relacioner  ftittoricat  dt  hr  tigloj  X^I  y  XVtl,  Madrid,  tij*-) 
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Pacheca,  Velazquez  en  la  Cruz.  "No  representd  Ganasa.  a  causa 
de  su  prision." 

Abril. — 16.  Segundo  dia  de  Pascua.  Velazquez  en  la  Cruz  "y 
fue  el  primero  dia  de  repr^entacion  d^pu^  de  la  quaresma  deste 
dicho  ano."  17.  Cisneros  en  la  Cruz,  Velazquez  en  la  Pacheca, 
18.  Cisneros  en  la  Cruz.  19.  Velazquez  en  la  Cruz.  30.  Cis- 
oeros  en  la  Crua.  21,  22  y  25.  Velazquez  en  la  Cruz.  24.  Cis- 
ncrce  en  la  Cruz.  25.  Cisneros  en  la  Cruz,  Velazquez  en  la 
Pacheca.  26.  Velazquez  en  la  Cruz.  27.  Cisneros  en  la  Cruz. 
2.9.  Velazquez  en  la  Cruz,  Cisneros  en  la  Pacheca.  30.  Cisneros 
en  la  Cruz, 

Mayo. —  I.  Cisneros  en  la  Cruz,  Velazquez  en  la  Pacheca^ 
2  y  3.  Velazquez  en  la  Cruz.  4.  Cisneros  en  la  Cruz.  5.  Velaz- 
quez en  la  Cruz.  6.  Cisneros  en  la  Cruz,  Velazquez  en  la 
Pacheca.  7.  Cisneros  en  la  Cruz.  8  y  10.  Velazquez  en  la 
Cruz.  II.  Cisneros  en  la  Cruz.  13.  Velazquez  en  la  Cruz, 
Cisneros  en  la  Pacheca.  14.  Velazquez  en  la  Cruz.  15.  Cis- 
neros en  la  Cruz.  16.  Velazquez  en  la  Cruz.  17.  Cisneros  en 
la  Cruz.  20.  Cisneros  en  la  Cruz,  Velazquez  en  la  Pacheca. 
21.  Cisneros  en  la  Cruz.  23.  Velazquez  en  U  Cruz,  24.  Velaz- 
quez en  la  Cruz,  Cisneros  en  la  Pacheca.  25.  Cisneros  en  la 
Cruz.  26.  Velazquez  en  la  Cruz,  27.  Velazquez  en  la  Pa- 
checa, Cisneros  en  la  Cruz.  28.  Velazquez  en  la  Cruz,  29.  Cis- 
neros en  la  Cruz. 

Junio. —  I.  Cisneros  en  la  Cruz.  2,  Velazquez  en  la  Cruz. 
3.  Velazquez  en  la  Cruz,  Cisneros  en  la  Pacheca.  4.  Velazquez 
en  la  Cruz.  5  y  6.  Cisneros  en  la  Cruz.  7.  Velazquez  en  la 
Cruz.  8.  Cisneros  en  la  Cruz.  9.  Velazquez  en  la  Cruz.  10. 
Velazquez  en  la  Pacheca,  Cisnercra  en  la  Cruz.  1 1.  Velazquez  en 
la  Cruz,  Cisneros  en  la  Pacheca.  19  y  20.  Cisneros  en  la  Cruz. 
39.  Un  italiano  volteo  en  la  Pacheca  y  siguio  trabajando  con  sus 
volteadores  hasta  el  dia  de  Santiago. 

Julio. — En  29  de  Julio  hubo  juego  de  manos  y  siguio  durante 
ilgunos  dias. 

Agotto. — 5.  Hizo  Saldana  "una  comedia  en  el  tcatro  de  las 

iras  ptas,  que  fue  la  primera  que  represento  despues  de  la  tasa  del 
•iartUto."    £1  volteador  trabajo  en  la  Pacheca.     6.  Saldana  en  la 

ruz.  El  volteador  en  la  Pacheca.  10,  13  y  15.  Saldana  hizo 
.omedia  en  la  Cruz.    El  volteador  trabajo  en  la  Pacheca.    16  y  19. 
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Saldana  en  la  Cruz.  24..  Saldana  represento  en  la  Cruz  v  la 
Italianot  nuevos  hicieron  otra  comedia  en  la  Pacheca.  26.  Saldaoi 
en  la  Cruz  y  los  Corteses  en  la  Pacheca. 

Septiembre.  — 2,  8,  9,  16,  21  y  23.  Saldana  en  la  Crui  y  I 
Corteies  en  U  Pacheca,     29  y  30.  Los  Italieiaos  nurvos. 

Octubre. — 17  y  18.  Los  Italianos.  28.  Osorio  y  los  ItaliinoL 
31.  Osorio  y  los  Italianos. 

Noviembre. —  I.  Oson'o  y  los  Italianos.  7,  14  y  15.  Angulo  jr 
los  Cctrtefei, 

Dicietnbre.— 12.  Alonso  Rodriguez.  18  y  19.  Alonso  Rodn* 
guez.  Hubo  ttceres  en  la  Pacheca.  21,  25,  26,  27.  28. 
Rodriguez.  (Arckivo  de  la  Dipulacion  provincial,  VII,  115,  i 
7  59,  2,  XII  (2400),  17.) 

1590 

ji prGVechamiento  de  las  comedias  para  el  Hospital  genmd 

Enero,  lunes  i* — Entraron  458  realcs  de  las  dos  comediis  4e 
Velazquez  y  Rios.  2.  Velazquez  y  Cisneros.  3.  Rios  y  C* 
neros.  4.  Velazquez  y  Rios.  5.  Cisneros  y  Rios.  6.  Cisneiii  f 
Velazquez.  7.  Velazquez  y  Rios.  9.  Velazquez  y  Ciaien^ 
II  y  12.  Velazquez  y  Rios,  13,  Rios  y  Cisneros.  14.  y  15.  Vei*** 
quez  y  Rios.     16.  Rios  y  Cisnerts.     17  k  31.  Velazquez  y  R«*- 

Febrero. — 2,  3,  4  y  5.  Velazquez  y  Rios.  6.  Porras.  Vcl«qu«t 
y  Rios.  7,  8  y  9.  Velazquez  y  Rios.  10.  Velazquez.  1 1  i  aot 
Rios  y  Velazquez.  21.  Velazquez  y  Cisneros-  22.  Velazqud  f 
Rios.  23.  Velazquez  y  Cisneros.  24.  Rios  y  Cisneros.  25.  Ve- 
lazquez y  Cisneros.    26.  Velazquez  y  Rios.    27.  Rios  y  Cisnerot- 

Maxzo. —  1"  Velazquez  y  Rios.  2.  Rios  y  Cisneros.  3.  Vfr 
lazquez.     5.  Rios  y  Velazquez.     6.  Velazquez  y  Cisneros. 

Mayo. — 3  a  7.  Cisneros.  9.  Rios.  ii  y  i2.  Cisneros.  1?  t 
3 1 .  Cisneros  y  Rios. 

Junio. — 1,  2  y  3.  Rios  y  Cisneros,  6.  Cisner(».  7,  Rmm.  J* 
a  16.  Rios  y  Cisneros.     i8yi9.  Cisneros. 

Julio.— 15.  Alcocer.  17.  Villalba.  19.  Alcocer  y  VflWl* 
20.  Alcocer,  21.  Villalba  y  Alcocer.  23.  Alcocer.  24,  25.  i' 
y  31.  Villalba. 

Agosto.— 2.  Villalba.    4  y  5.  Villalba.    19  a  31.  Otario. 

Septiembre. — 2  a  30.  Osorio. 
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Octubre. — 2  a  30.  Osorio. 

Novicmbre. —  r  a  25.  Osorio.     26  a  30.  Cisnero& 

Diciembre,  —  1"  Cisneros.  2.  Osorio.  3.  Cisneros.  4  y  5. 
Cisneros.  6  y  7.  Mclchor  de  Leon.  8  a  15.  Cisneros  y  Leon. 
17.  Cisneros  y  Osorio.  18  y  19.  Leon  y  Cisneros.  20.  Ciiincros. 
21,  Leon  y  Cisneros.  Trabajo  tambien  tin  volador.  25.  Cisne- 
ros y  Leon.  25.  Cisneros.  26  y  27.  Cisneros  y  Leon.  28. 
Leon.  Hubo  comedia  en  casa  de  Gonzalo  dc  Monzon.  30,  Cia- 
neros  y  Leon. 

Total  de  tngresos  en  el  ano  1590:  1,840,613  maravedis.  Gastos: 
igual  cantidad.  (Archivo  de  la  Diputacion,  Manual  del  Hos- 
pital general,  II,  1 58,  8.) 

1601 

Enero. —  i"  Caspar  de  Porres  y  Baltasar  Pinedo.  3  a  34, 
Porrcs  y  Pinedo.  25  y  26.  Pinedo.  28,  30  y  31.  Porrra  y 
Pinedo. 

Febrcro. — 1'  Porres  y  Diego  Lopez  de  Alcaraz.  2.  Porres  y 
Pinedo.  3.  Alcaraz.  4.  Porres  y  Pinedo.  5  a  8.  Porres  y  Al- 
caraz. 9.  Pinedo  y  Alcaraz.  10.  Porrcs  y  Pinedo.  11.  Pinedo 
y  Alcaraz.  13  a  16.  Porres  y  Alcaraz.  17  y  18.  Porrcs  y 
Pinedo.  19.  Porres  y  Alcaraz.  20.  Porres  y  Pinedo,  21. 
Porres  y  Alcaraz.  22,  Porres  y  Pinedo.  23  a  25,  Pinedo  y  Alca- 
raz.    26  y  27.  Porres  y  Pinedo.     28.  Alcaraz  y  Pinedo. 

Marzo. —  i"  Porrcs  y  Pinedo.  2.  Porrcs  y  Alcaraz.  3.  Pinedo 
y  Alcaraz.  4.  Porrcs  y  Pinedo.  5.  Porres  y  Alcaraz.  6.  Pinedo 
y  Alcaraz. 

Abril. — 29  a  30.  Caspar  de  Porres. 

Mayo.— I"  a  7.  Caspar  de  Porres.  9.  Pedro  Jimenez  de  Va- 
lenzucta.  my  11.  Porres  y  Gabriel  Vaca.  12.  Porrcs.  13  k 
J  5.  Porrcs  y  Vaca.  16.  Vaca.  18.  Porres.  19  a  22.  Porra  y 
Vara.    23  a  31.  Porrcs. 

Junio. — 3  a  17.  Caspar  de  Porres.  22.  Porres  (Autos  en  el 
eaCro).     23  y  24.  Autos  a  los  semaneros  en  el  teatro, 

Julio.— 12,  13,  18  y  22.  Gabriel  de  la  Torre.  23  y  30.  Anto* 
jio  dc  VlUcgas. 

Agosto. — 3  a  31.  Villegas. 

Septiembrc.— 3  i  30.  Villegas. 
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Octubrc— 2  a  i8.  Villegas.  tg.  Los  Franceset.  2X>  y  2i. 
Villegas.     26,  27  y  28.  Gabriel  de  la  Torre. 

Noviembre.— 2  a  13.  Gabriel  de  la.  Torre.  1 4.  a  33.  Gabrid 
Vaca  y  Pedro  Jimenez  de  Valenzuela  [these  two  autorer  nuuuged 
a  company  in  partnership]. 

Diciembre, — 2  a  18,  Vaca  y  Jimenez  de  Valenzuela,  21  i  31. 
Villegas.  {ArchivQ  de  la  Diputacian,  Manual  del  Hoipitd 
genrral.  II,  158,  8.) 


1602 


Encro.— 4  a  29.  Jeronimo  Lopez, 

Abril. — 8  y  9.  Pedro  Jimenez  de  Valenzuela. 

Mayo. — 3.  Pedro  Jimenez  de  Valenzuela.  23,  24.  Los  Es- 
panoles  [this  company  was  formed  by  Pedro  Rodriguez,  Diego  de 
Rojas,  and  Caspar  dc  los  Reyes],  26  a  28.  Pedro  Jimenez  dc 
Valenzuela. 

Junio,— l6y  18.  Los  B^panohi, 

Agosto. —  II  330,  Villegas. 

Septiembrc.— 3  430.  Villegas. 

Octubre.—i  a  9.  Villegas.    31.  Villegas. 

Noviembre.— 1    a   7.     Antonio    Granados.     8.  Gabriel 
Torre.     10  a  27.  Granados. 

Didembre.— 4  a  39.  Juan  de  Morales.  (Archwo  de  le  Dip*- 
tacion.    Manual  del  Hospital  general,  11,  198,  8.) 
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AUTORES  DE  COMEDIAS  WHO  REPRESENTED  THE 
AUTOS  SACRAMENTALES  IN  MADRID 


1574  Jeronimo  Velazquez  represented  three  autos  at  the  Corpus 
festival  of  this  year. 

1578  Alonso  de  Cisneros,  three  autos. 

1579  Mateo  de  Salcedo. 

1580  Alonso  de  Cisneros. 

1581  Jeronimo  Velazquez. 

1582  Alonso  de  Cisneros  and  Jeronimo  Velazquez. 

1 585  Caspar  de  Porres,  three  autos. 

1586  Jeronimo  Velazquez  represented  three  autos. 

1587  Nicolas  de  los  Rios,  Miguel  Ramirez,  and  Juan  de  Alcozer. 

1 589  Jeronimo  Velazquez,  three  autos. 

1 590  Nicolas  de  los  Rios  and  Alonso  de  Cisneros. 

1 59 1  Alonso  de  Cisneros. 

1 592  Caspar  de  Porres  and  Rodrigo  de  Saavedra,  each  two  autos. 

1 593  Alonso  de  Cisneros  and  Caspar  de  Porres. 

1 594  Jeronimo  Velazquez,  two  autos. 

1595  Alonso  de  Cisneros  and  Antonio  de  Villegas.   [Porres?] 

1 596  Nicolas  de  los  Rios  and  Antonio  de  Villegas,  each  two  autos. 

1 597  Nicolas  de  los  Rios. 

1398  Antonio  de  Villegas  and  Diego  Lopez  de  Alcaraz. 

1599  Caspar  de  Porres  (two  autos)  ;  Diego  Lopez  de  Alcaraz 

and  Luis  de  Vergara,  each  an  auto. 

1600  Melchor  de  Villalba  and  Cabriel  de  la  Torre,  each  two 

autos. 

1602  Pedro  Jimenez  de  Valenzuela. 

1603  Juan  de  Morales  Medrano. 

1604  Caspar  de  Porres. 
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1605  Caspar  de  Porres.     In  this  year  only  two  avtos  were  repre- 

sented,  both  by  Porres.     For  these  he  received   3700 
reals.     (Bull  Hisp.  (1907),  p.  372.) 

1606  Baltasar  Pinedo  and  Juan  de  Morales  Medrano. 

1607  Baltasar  Pinedo  and  Nicolas  de  los  Rios. 

1608  Alonso  Riquelme  and  Juan  de  Morales  Medrano. 

1609  Alonso  de  Hcredia  and  Domingo  Balbin. 

1 610  Alonso  Riquelme  and  Hernan  Sanchez  de  Vargas. 

161 1  Heman    Sanchez   de    Vargas   and   Toroas    Fernindc:?   de 

Cabredo. 

1 61 2  Juan    dc    Morales    Medrano   and   Tomas    Fernandez   dc 

Cabredo. 
i6]J     Alonso  de  Riquelme  and  Antonio  dc  Villegas. 
J&14     Juan  de  Morales  Medrano  and  Baltasar  Pinedo.      {Bull. 

Hisp.  (1907),?.  379) 

1615  Hernan  Sanchez  de  Vargas  and  Pedro  de  Valdes. 

1 616  Pedro  Ccbrian  and  Pedro  Cerczo  de  Guevara.     In  Paz  y 

Melia,  Catdlogo,  No.  1641,  we  read  that  Alonso  dc 
Riquelme  represented  Lope's  auta  La  Isla  del  Sol  in  thti 
year. 

161 7  Cristobal  de  Leon  and  Baltasar  Pinedo. 

1618  Baltasar  Pinedo  and  Hernan  Sanchez  de  Vargas. 

1619  Baltasar  Pinedo  and  Hernan  Sanchez  de  Vargas. 

1620  Alonso  de  Olmedo  and  Cristobal  de  Avendano. 

1 62 1  Pedro  de  Valdes  and  Cristobal  de  Avendano.     {Bull.  Hitf- 

(1908),  p.  244.) 
1623     Manuel  Vallejo. 

1623  Juan  de  Morales  Medrano  and  Antonio  de  Prado. 

1624  Juan  de  Morales  Medrano  and  Antonio  de  Prado. 

1623  Andrs  de  la  Vega,  Tomas  Fernandez  de  Cabredo,  and 
Juan  de  Morales  Medrano.  In  this  year  each  autor  rep- 
resented one  avto  and  a  part  of  the  fourth  aute.  (BmH- 
Hisp.  (1908),  p.  252.) 

Cristobal  dc  Avendano  and  Andres  de  la  Vega. 

Roque  de  Figueroa  and  Andres  de  la  Vega. 

Andres  de  la  Vega  and  Bartolome  Romero. 

Bartolome  Romero  and  Roque  de  Figueroa. 

Andrei  dc  la  Vega  and  Roque  de  Figueroa. 

Manuel  Vallejo  and  Francisco  Lopez. 
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1633     Antonio  de  Prado  and  Manuel  Vallejo. 

1637  Pedro  de  la  Rosa  and  Tomas  Fernandez  de  Cabredo. 

1638  Bartolome  Romero  (two  autos)  and  Antonio  de  Rueda  and 

Pedro  Ascanio  (each  one). 

1 639  Antonio  de  Rueda  and  Manuel  Vallejo. 

1640  Bartolome  Romero. 
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CASTS  OF  COMEDIAS 

The  following  casts  of  comedias  of  the  seventeenth  century  have 
been  collected  from  various  sources,  the  most  of  them  from  manu- 
scripts in  the  Biblloteca  Nacional.  They  are  arranged  in  chrono- 
logical order. 

La  bella  Ester  ( 1610) 

Lope  de  Vega.  Autog.  MS.  in  British  Museum,  dated  at 
Madrid,  April  5,  1610.  This  comedia  was  afterward  published  in 
Part  XV  of  Lope's  Comedias  under  the  title  La  hermosa  Ester. 

Hassan Morales 

Egeo Vicente 

Tarses Torres 

Marsanes Carrillo 

Adamasa Fuentes 

Setar Morales 

El  Rey  Assucro Sanchez 

Un  Capitan Carrillo 

Mardoqueo Toledo 

La  Rcyna  Vasti 

Ester S*  Polonia 

Selvagio   Vicente 

Sirena,  labradora Clan 

Musica Villaverde 

Aman  Rosales 

In  Act  III  the  part  of  Marsanes  is  assigned  to  Antonio.  This 
is  the  company  of  Heman  Sanchez  de  Vargas. 
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La  buena  Guarda  6  la  Encomienda  bien  guardada  ( 1610) 

Lope  de  Vega.    Autog.  MS.  dated  at  Madrid,  April  16,  1610, 
formerly  in  the  possession  of  the  Marquis  Pidal. 

Personas  del  P"  Acto: 

Leonarda Catalina  [de  Valcizar] 

Dona  Luisa Mariana  [de  Herbias?] 

Un  Escudero [Martin  de?]  Vivar 

Don  Juan Luis 

Don  Luis [Pedro  de]  E^pafia 

El  hermano  Carrizo,  sacristan [Diego  Lopez]  Basurto 

Felix,  mayordomo [Alonso  de]  Olmedo 

Dona  Qara Maria  de  Argiiello 

Dofia  Elena Catalina 

Don  Pedro,  su  padre [Luis  de]  Quifiones 

Ricardo,  viejo Espafia 

Don  Carlos Benito  [de  Castro] 

Musicos 

Hablan  en  el  Segundo  Acto : 

Felix [Alonso  de]  Olmedo 

Carrizo [Diego  Lopez]  Basurto 

Dona  Qara Maria  de  Argiiello 

Un  Angel Mariana 

Una  Voz Catalina  Valcacer 

Portera 

Don  Carlos Benito  [de  Castro] 

Gines [Agustin]  Coronel 

Carrizo,  fingido Vivar 

Un  pastor [Alonso  de]  Riquelme 

Un  huesped [Pedro  de]  Callenueva 

Hablan  en  el  3°  Acto : 

Carrizo Basurto 

Felix   Olmedo 

Xres  bandoleros Coronel,  Espafia,  Callenueva 
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Liseno  >    .,,        Arguello 

Cosme)  Luis 

Dos  damas <  ^    ,  . 

(Jeronima 


Dos 


«lo«-^  5  Espaiia 


Dos  musicos 

Dos  nadadores (  Vivar 

(Callenuera 

Don  Carlos Benito 

Un  pastor Riqudme 

Un  Angel Mariana 

Don  Pedro Qutiioncs 

Gines Coronel 

La  hortelana Jeronima 

La  portera Catalina 

Carrizo,  fingido Vivar 

Un  platero Callenuen 

This  is  the  company  of  Alonso  Riquelme.  Comedias  escogidet 
de  Lope  de  Vega.  ed.  Hartzenbusch  (Bibl.  de  Jut.  Esp.),  VoL  III. 
p.  326. 

La  Discordia  en  los  Casados  (1611) 

Lope  de  Vega.  Autog.  MS.  (Osuna)  dated  at  Madrid,  August 
2,  161 1,  with  licenses  to  1618.    Paz  y  Melia,  Catalogo,  No.  933. 

Alberto Arellano.  Soria 

Aurelio   Quifiooo 

Musico Quifiooes 


Personas  del  3°  Acto: 

Cenardo Arellano.  Soria 

Panfilo Herrera 
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Ei  Bastardo  Mudarra  (1612) 

Lope  de  Vega.  Autog.  MS.  signed  at  Madrid,  April  27,  1612, 
formerly  in  the  possession  of  Sr.  Olozaga.  I  have  an  excellent 
photo-zincograph  of  it,  published  in  1886. 

Personas  del  P<*  Acto: 

Dofia  Alanbra Ana  Maria 

Gonzalo  Bustos Cintor 

Rui  Velazquez Benito 

Gonzalo  Gonzalez Cintorico 

The  remaining  characters  are  unassigned.  The  MS.  contains 
licenses  to  represent  dated  Madrid,  May  17,  1612;  Qarago^, 
January  29,  1613,  and  Antequera,  May  13,  1616,  and  in  1617. 

La  Dama  boba  (1613) 

Lope  de  Vega.  Autog.  MS.  (Osuna)  dated  at  Madrid,  April 
28,  1613.    Paz  y  Melia,  Catalogo,  No.  810. 

Lisco,  caballero Ortiz  [de  Villazan] 

Leandro,  caballero Almonte 

Turin,  lacayo [Baltasar  de?]  Carvajal 

Octavio,  viejo [Luis  de]  Quiflones 

Miseno,  su  amigo [Juan  de]  Villanueva 

Duardo Guebara 

Laurencio Benito  [de  Castro] 

Feniso,  caballero [Manuel]  Simon 

Rufino,  maestro [Pedro]  Aguado 

Nise,  dama Jeronima  [de  Burgos] 

Finea,  su  hermana Maria  [de  los  Angeles?] 

Celia,  criada Isabel  [Rodriguez?] 

Clara,  criada Ana  Maria  [de  Ribero] 

This  is  the  company  of  Pedro  de  Valdcs.  Perhaps  the  "Isabel" 
is  Isabel  de  Velasco,  who  married  Luis  QuiAones  in  161 4. 
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La  Tercera  de  la  Sancta  J  nana  (l6l4>) 


Tirso  de  Molina.  Autog.  MS.  ineditcd  [since  publisheii  by  Sr, 
Cotarelo],  dated  at  Toledo,  August  6>  1614.  Catdlogo,  No.  3035. 
I  have  a  copy  of  this  MS.  made  years  ago.  The  cast  is  in  Tiiso's 
hand.  It  was  represented,  apparently,  by  two  companies.  The 
characters  of  the  play  are  in  the  middle  column : 

Bernardo Don  Luis .  [Luis  de]  Toledo 

[Inigo  de]  Loaisa  .........  Qesar  ....   [Juan  de]  Montemayor 

Diego Don  Diego,  rieja Cristobal 

Nauarete Lillo [Antonio  de}  Sznpayo 

X^o.  nfb  Sr.  ,  , .  - Montemayor 

M* La  Sancta M*  de  Morals 

Lorenzo .  S.  Laruel Ant"  dc  Prado 

Ana  M' Aldonga  .  La  S*  Petronila[dc  Loaysz] 

Peynado,  pastor [Pedro]  Aguado 

Isabel Dona  Ines 

La  S*  Ana  Maria[de  UUoa?] 

Montemayor    .........  Crcspo,  pastor Aguado 

Mingo,  pastor  . .  [Cristobal  de]  S,  Pedra 
Berrueco  pastor Juan  Ximcnct 

3°  Acto.    Personas : 

Don  Luis ,....,, Toledo 

Aldonga la  S"  Pctronik 

Don  Diego ,  . ,  , S.  Pedro 

Lillo SanfMyo 

D.  Jorge X^ibil 

Maria,  monja US™  Anna  Maria 

Dona  Ines .........,,.., la  dida 

C*sar .....   Montemaynr 

Nr"a  Senora la  S"  PetroniU 

E!  nino  Jesus S«np«ico 

El  Angel Antonio  del  Prtdo 


3*  Acto.    Personas  de  el : 

D.  Diego Alonso  fre.  [Alonso  Fernandei  de  Giiardo?] 

D.  Luis .......  Toledo 
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Lillo Sanpayo.    Guardia 

Crespo  Aguado 

Berrueco Ju"  Ximenez 

Mingo S.  P"  [i.e.  San  Pedro] 

Qesar   M**mayor 

Dona  Ynes Ana  Cabello 

La  Santa M*  de  Morales 

El  Angel Antonio  de  Prado.    Juan  de  Madrid 

Nuestra  Senora la  S*  Petronila  [de  Loaysa] 

Jesus  Nino Sanpaico 

Maria,  monja la  S*  Ana  Maria 

Otra  monja la  S*  Madalena  [de  Oviedo] 

Una  nina Sanpaico 

Un  Alma Ju*  Ximtoez 

En  Toledo,  a  24  de  Agosto  de  161 4  aAos. 


El  Sembrar  en  buena  Tierra  (1616) 

Lope  de  Vega.  Autog.  MS.  in  British  Museum,  dated  Madrid, 
January  6,  161 6.  It  contains  a  license  to  perform,  signed  by 
Tomas  Gracian  Dantisco  on  January  12,  16 16. 

Personas  del  P°  Acto: 

Don  Felix [Cristobal]  Ortiz  [de  ViUazan] 

Florencio Benito 

Galindo,  criaJo Sanchez 

Doi^a  Pnidencia Eugenia  [de  Villegas?] 

Ynes 

Celia Lu^a 

Elena   

Fabio [Francisco  Mufioz  de  la]  Plaza 

Felino [Antonio]  Ramos 

Eton  Alonso [Juan  de]  Valdivieso 

Lizardo Herrera 

Liseo E^scruela[  ?] 

Fidelio Ril 
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Personas  del  2°  Acto: 

Arseno Cenidi 

Otavio Ramon 

Un  escriuano Ramos 

Un  alguacil Plaza 

The  other  characters  are  unassigned. 


3"  Acto: 
Florencto Bente 

The  name  of  one  of  these  actors  once  appears  as  Escruda,  then  tf 
Ceruela.  This  name  is  otherwise  unknown.  Escoriguela  wis  a 
well-known  player. 

Quien  mas  no  puede  ( i6l6) 

Lope  de  Vega.  Autog.  MS.  dated  at  Madrid,  September  it 
i6i6,  in  the  possession  of  Mr.  John  Murray. 

Personas  del  P*  Acto : 

Ramiro,  Rey  de  Nauarra Zancais 

Don  Beltran,  criado  suyo Bemardios 

El  Conde  Henrriq TL^Sb^ 

Nuiio,  criado  del  Conde Ossoris 

Dona  Eluira,  ynfanta Ani 

Lucinda,  donzella  suya Frandsca 

Ordofio,  Rey  de  Leon V  Zibn» 

Laynez,  criado  del  Rey Cuebs 

Yiiigo,  criado  del  Conde el  q  bayla,  Al* 

Dona  Blanca,  herm'  del  Conde Maritardit 

Personas  del  2,"  Acto: 

Dona  Blanca 

Don  Ynigo 

Celio  Antonio 

Lzynez 

Don  Sancho Cud* 


APPENDIX  C  367 

Don  Arias Antonio 

Lisis Frandsca  o  Ana  Mufioz 

Riselo 0  Cuebas  0  Bernardino 

Menandro  Villanas d  q  bayle  q  no  se  el  nonbre 

Luzinda,  £1  Conde  Henrriq,  Dofia.  Eluira,  Nuiio,  Rey  Ramiro, 
Don  Beltran,  unassigned.  In  the  third  act  only  one  character  is 
assigned :  Estela  to  Frandsca. 

Las  Paredes  oyerr  (1617) 

Juan  Ruiz  de  Alarcon.  D.  Luis  Fernandez  Guerra,  D.  Juan 
Ruiz  de  Alarcon,  Madrid,  1871,  p.  2j7,  says  that  the  MS.,  appar- 
ently an  autograph,  is  preserved  in  the  Osuna  library.  But  be- 
tween this  date  and  1882,  when  Rocamora  published  his  Catalogue 
of  the  Osuna  manuscripts,  it  must  have  disappeared,  for  it  is  not 
mentioned  by  Rocamora  and  never  passed  into  the  possession  of 
the  Biblioteca  Nadonal.    See  ibid.,  p.  497. 

Celia Dorotea  [de  Sierra] 

D.  Juan [Damian]  Arias 

Beltran Pedro  de  Villegas 

Dona  Ana Maria  de  Cordoba 

Orriz Frasquito 

D.  Mendo [Luis  Bernardo  de]  Bobadilla 

Lucreda Maria  de  Vitoria 

Conde Azua 

Duque [Gabriel]  Cintor 

Elscudero 

Marcelo  

Leonido Francisco  de  Robles 

Un  arriero Bernardino  [Alvarez?] 

Una  musica Maria  de  Vitoria 

Otro  musico [Juan]  Mazana 

Otro  musico Navarrete 

La  Guarda  cuidadosa 

Miguel  Sanchez,  el  Divino.    The  comedia  was  first  printed  at 
Alcali  in  161 5.    The  manuscript  from  which  the  following  cast  is 
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taken,  and  which  was  formerly  in  the  Osuna  collection,  is  now  in 
the  Bibltoteca  Nacional.  Paz  y  Melia,  Cataloga,  No.  1431,  It  is 
of  the  early  seventeenth  century.  See  La  Isla  barbara  and  La 
Guards  cuidadosa,  two  comedies  by  Miguel  Sanchez  {fl  Dfvtno), 
ed.  by  H.  A.  Rcnnert,  Boston  and  Hallcj  1896. 

Trebaeio   .,,.,.,.,...,,.,,..,.,,,,..,  Lorenzo   [Hurtado?] 

Leucato Diego 

Principe  ...........................  [Juan  dc]  MontanajTr 

Roberto [Inigo  de]  Loa>-sa 

Nisea , , .  Maria  [de  Jesus ?  de  Vitoria?J 

Arsinda  ...........................  Ana  Maria  [de  Ulloa?] 

Florela,  lahradt>ra Isabciict 

Ariadeno ^ Navarrete 

Fileno Iklinsoo 

Florcncio Bcmario 

In  a  MS.  comedia  of  the  beginning  of  the  seventeenth  centurr, 
Como  a  de  usarse  del  Bien  y  a  de  pretienirse  el  Mai,  existing  in  the 
Biblioteca  Palatina  at  Parma  and  described  by  Professor  Restori  io 
Stud}  di  Filologm  Romanza,  fasc.  15,  Roma,  i8gi,  p.  jag,  occur 
the  names  of  the  following  players:  Sotomayor,  Olniedo(?),  Is*- 
bdica,  Naba[rrcte],  La  S*  Bernarda,  Tapia,  Perez,  and  Loijfst. 
This  comedia,  which  was  afterward  published  (Halle,  tS99)  bf 
Professor  Restori  with  the  title; 


has  Gtixmanes  de  Toral, 


I 


was  written  by  Lope  de  Vega,  and,  as  the  title"  occurs  in  the  first 
list  of  his  Peregrino  en  su  Patrw,  is  prior  to  1604.  The  third  Kt 
is  in  Lope^s  hand  and  has  the  following  cast: 

Rey  Don  Alfonso SotoaiayDr 

Dona  Greida M' 

Don  Payo Obredo  [Olmedo?] 

Dona  Aldonza Isabclic* 

Tirso  . , Trtbi^ 

Godinez,  lacayo Nabaf rreftl 

Urge!   . . , Dtep 

Alvaro Olmedo 
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Pascuala la  S*  Bernarda 

Dofia  Ana  de  Haro Isabel  b* 

Don  Garcia  

Don  Lope  Diaz  de  Haro Diego 

Sancho  Manrique Diego 

Verveco Tapia 

Mireno Juanico 

Soldado  !• Tapia 

Soldado  2»  Juanico 

Soldado  3^ Perez 

Alonso  Ansurez Loaisa 

El  Desden  vengado  (161 7) 

Lope  de  Vega.  Autog.  MS.  signed  at  Madrid,  August  4,  1617, 
formerly  in  the  Osuna  library,  now  in  the  Biblioteca  National. 
Paz  y  Melia,  Catalogo,  No.  871. 

El  Conde  Lucindo Fadrique 

Tomin,  criado [Agustin]  Qironel 

Feniso Juan  Jeronimo  [Valendano] 

Roberto,  caballero Juan  de  Vargas 

Leonardo Cosme 

Rugero,  Rey  de  Napoles Juan  Bautista  [Valendano] 

Lisena,  dama D*  Maria  [G)ronel  ?] 

Celia,  dama Manuela  [Enriquez] 

Evandro,  su  padre 

Ynarda,  criada Vinccntar  [de  Borja?] 

Schack,  Nachtrage,.  p.  46.  This  is  probably  the  company  of 
Juan  Bautista  Valenciano. 

El  Aiartir  de  Madrid  ( 1619) 

Mira  de  Amescua.  Partly  autograph,  with  a  license  to  perform 
dated  1619.  Paz  y  Melia,  Catalogo,  No.  2029.  There  are  other 
licenses  as  late  as  1 641. 

Alvaro  Ramirez Jusepe 

D.  Fernando Lorenzo  [Hurtado]  el  autor 
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La  infeiice  Dorotea  (1620) 

Andres  de  Qaramonte  wrote  it  for  Juan  Bautista  Valendaoo. 

Sanchez-Arjona,  Anales  del  Teatro  en  SevillOj  p.  214.     XfS.  copf  j 
in  the  Biblioteca  Nacional.    Paz  y  Melia,  Catdhgo,  No.  1594. 

D.  Garcinunez Fadnqwe 

£1  Rey , Juan  Jeronimo  [Valenciaao] 

D.  Fernando Juan  Bautista  [Valeocaoo] 

Nuiio  de  Lemos , Andres  [de  Claramonte?] 

Arnao , [Agustiii]  Connid 

Solano MjgBd 

Layn [Cristobal  de ?]  Aveodifio 

Mendo JuMpe 

Tcodora S»  Maria  [Candia?] 

Dorotea S*  Manuela  [Eim<|a(f] 

Lconor S"  Maria  de  los  Angdcl 

D.  Juan Manud  dc  Cbo 


Amor,  Pleho  y  Desafo  (t62l) 

Lope  de  Vega.  Autog.  MS.  dated  at  Madrid,  November  2}, 
1621,  with  a  license  of  January  14,  1622.  Formerly  in  the  Diwifl 
collection  and  now  in  the  Biblioteca  Nacional.    Catdtogo,  No.  171. 

D,  Alvaro  de  Rojas  [Pedro]  Maldotu^ 

D.  Juan  de  Padilla Lorenzo  HuftwlB 

D.  Juan  de  Aragon Francisco  Trififti 

El  Rey  Alfonso Juan  Bautista  [Valendiiw] 

Dona  Bcatriz la  Seiiora  Angela  [dc  Toledo?] 

D»  Ana la  S«  Francisca  de  Som(  ?) 

Martin,  escudero Antonio  Rodrigua 

Tello,  eriada , , .  VktaVt 

Sancho,  criado Pedro  de  Vildtf 

Leonor la  Seflora  Jeronima  [de  Burfo*} 
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La  nueva  Victoria  de  D.  Gonxalo  de  Cordoba  (1622) 

Lope  de  Vega.  Autog.  MS.  in  the  Biblioteca  Nacional,  dated 
at  Madrid,  October  8,  1622.    Catdlogo,  No.  2409. 

Lisarda,  dama la  S"  Manuela  [Enriquez] 

Fulgencia,  criada S"  Ana 

D.  Juan  Ramirez Fadrique 

Bemabe,  lacayo [Agustin]  G)ronel 

El  Capitan  Medrano Cosme 

Estevan,  criado  Jusepe 

El  Bastardo Juan  Jeronimo  [Valendano] 

El  Obispo  de  Holstad [Juan  de]  Vargas 

El  Duque  de  Bullon Jusepe 

D.  Gonzalo  de  G)rdoba Juan  Bautista  [Valendano] 

D.  Frandsco  de  Harras Manuel 

EI  Baron  de  Tili Naruaez 

Musico [Manuel]  Simdn 

EI  Poder  en  el  Discreto  (1623) 

Lope  de  Vega.  Autog.  MS.  in  the  Biblioteca  Nadonal,  dated  at 
Madrid,  May  8,  1623.  Paz  y  Melia,  Catdlogo,  No.  2649.  There 
are  two  casts  p;iven  in  the  MS. 

Serafma,  dama  Maria  Calderon   Josef  a  [Vaca?] 

Rosela,  criada D*  Isabel 

Xeodosio,  Rey  de  Sicilia   . . .  Lezcano Bracamonte 

Celio,  de  su  camara Morales Arias 

Alejo,  criado  de  Celio Castro Trtvifio 

EI  Conde  de  Augusta Suarez Morales 

Flora,  dama Mariana  [Vaca]  Mariana  [Vaca] 

The  MS.  contains  a  license  dated  1624,  and  the  company  on  the 
right  was  in  all  probability  that  of  Juan  de  Morales  Medrano,  in 
which  both  his  wife  and  his  daughter  Mariana  appeared.  My  copy 
gives  the  name  "Bracamonte,"  not  Vacamonte. 
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Celot  con  Celos  se  curan  ( 1 625) 

Tino  de  Molina.  MS.  copy,  formerly  in  the  Osuna  collection, 
now  in  the  Biblioteca  Nacional.  Paz  y  Melia,  Cdtalogo,  No.  563. 
It  contains  licenses  dated  1625.    There  are  two  casts: 

^esar [Cristobal]  de  Avendado Gutierrez 

Carlos Viera Segobia 

Gascon Bernardo Matias 

Sirena Maria  de  Montesinos  . .  Juana  de  los  Reyes 

Diana Catalina  Moreno Ines 

Marco  Antonio Lezcano Frandsoo  Alonso 

Alejandro [  ?]  Juan  Alonso 

Nardsa   M*  Candau  Luisa 

Un  grande  chico [Bait.]  Moreno [  ?] 

Un  jardinero Ordonez Marcos 

The  first  of  these  companies  seems  to  be  that  of  Crist6bal  de 
Avendajio  about  the  year  1632. 

El  Breu'tl  restituido  (1625) 

Lope  de  Vega.  Autog.  MS.  dated  at  Madrid,  October  23,  1625, 
now  in  the  Lenox  Library,  New  York. 

Personas  del  P*  Acto : 

Dofia  Guiomar M*  de  Vitoria 

Don  Diego [Gabriel  ?]  Cintor 

Bernardo Bernardino  [Alvarez?] 

Laurencio [Juan]  Antonio 

Leonardo [Luis  Bernardo  de]  Bobadilla 

El  Corond  de  Olanda      Arias  con  barba  Fran^esa 

Alberto,  su  hijo El  Spir  santo  del  Auto 

El  Gobernador El  Autor 

Machado Pedro  [de  Villegas?] 

La  Monarquia  de  Espafia 

Ongol 

Darin  

Soldados  

£1  Brasil Maria  de  Cordoba 
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Personas  dd  a"  Acto: 

La  religion  Catolica Dorotea  [de  Siena] 

£1  Brasil La  Autora 

D.  Manuel  de  Meneses Musico 

D.  Fadrique  de  Toledo Arias 

Leonardo Bobadilla 

Machado Pedro 

D*  Guiomar M*  de  Vitoria 

D.  Juan  de  Orellana [Juan]  Mazana 

D.  Diego  Ramirez 

El  Corond  decto Bernardino 

Don  Enrique  de  Alagon Cintor 

Don  Diego  de  Espinosa Antonio 

Don  Pedro  de  Santisteban  ....  fr^  de  rro  [Frandsco  de  Robles?] 

Apolo Arias 

La  heregia M*  de  Vitoria 

Un  soldado d  nifio 

This  is  probably  the  company  of  Andres  de  la  Vega.  See  my 
artide  in  the  Mod.  Lang.  Review  for  January,  1906,  p.  108. 

El  piadoso  Aragones  (1626) 

Lope  de  Vega.  Autog.  MS.  dated  at  Madrid,  August  17,  1626, 
now  in  the  Biblioteca  National.  Paz  y  Mdia,  Catalogo,  No.  2607. 
Licenses  of  Madrid,  September  15,  1626;  Zaragoza,  1627,  and  Lis- 
bon, 1631. 

Almirante Vicente 

D.  Bernardo [Pedro?]  Jordan 

D.  Pedro  Agramonte Quadrado 

Alcalde Lorenzo 

These  names  are  crossed  out,  and  the  following  are  added : 

D.  Pedro  Agramonte Fdipe 

Bernardo Jordan 

Raymundo  de  Luna Mateo 

Mendoza Tapia 
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Musico Leon 

D.  Juan  de  Beamonte Mai* 


El  Favor  en  la  Sentencia  ( 1626) 

Jacinto  Cordeiro.  Autog.  MS.  in  the  Biblioteca  Nacional.  ^ 
y  Mdia,  Catdlogo,  No.  1242.    Written  for  Bartolome  Romero. 

Porcia  . la  Autora  [Antonia  Manuela  Catalan] 

Arminda Dorota 

Rcy Estrada[?] 

El  Principe [Gabriel]  Zintor 

Condc [Alonso  de]  Osuoi 

Rosando  ........................  Autor  [Bartoloroe  RornCTo] 

D*  Linda MicacU 

Gascon Tomas  [Enriquez?] 

Sanchez-Arjona,  Analei,  p.  272. 

Amor  con  vista  (1626) 

Lope  de  Vega.  Autog.  MS.  signed  at  Madrid  on  December  10. 
162&.  Licenses  to  perform  in  Madrid,  of  1627,  and  in  Lisbon, 
1630.     In  the  Biblioteca  Nacional.     Paz  y  Melta,  Cataloga,  No- 

149- 

El  Conde  Otabio  .,......,.,,.....  Autor  [Antonio  de  Pride] 

Tome,  eriadQ  suyo [Luis  Bernardo  de]  Bobadilla 

Celia M*  de  Calderon  [this  Js  crossed  out]  VltoM 

Lisena Autora  [Mariana  Vacs  de  Monlo) 

2°  Acto : 

Julio .......  Jo«HBA 

Sin  Secreto  no  ay  Amor  ( 1626) 

Lope  de  Vega.    Autog.  MS.  signed  at  Madrid,  July  18.  '*>£> 
with  licenses  to  perform  of  Madrid,  August  a,  i6a6;  Zar.ir 
October  13,  1626,  and  Granada,  April  28,  1630.    B»ir" 
Published  by  me,  Baltimore,  1894  (Mod,  Lang.  Assr» 

Celio *  . , . . 

Fabricio , 
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Del  Monte  sale  quien  el  Monte  quema  (1627) 

Lope  de  Vega.  Autog.  MS.  signed  at  Madrid,  October  20, 
1627.  Licenses  of  Madrid,  May  17,  1628;  Valencia,  September 
28,  1628;  Granada,  October  i,  1636.  In  the  Biblioteca  Nadonal. 
Catdlogo,  No.  848. 

El  Conde  Henrrique Arias 

Feliciano  Jusepe 

Narcisa,  labradora S"  Maria  de  Heredia 

Tirso,  vUlano  Heredia 

Juana,  labradora S"  Catalina  [de  Medina?] 

Celia,  dama S"  Ana  Maria  [de  Ulloa?] 

Clara,  criada S^*  Frandsca 

El  Rey  de  Francia [Francisco  de]  Salas 

Maurido,  Gobernador [Juan  de]  Montemayor 

El  Marques  Roselo S'  Marcos.    Rueda 

Leonelo,  Capitan Alvarez 

The  names  Valdcs,  Mencos,  and  Francisca  also  occur. 

La  Conpetencia  en  los  Nobles  (1628?) 

Lope  de  Vega.     MS.  in  the  British  Museum  writh  corrections 
supposed  to  be  in  the  hand  of  Lope. 

Acto  2»: 

D.  Juan [Juan]  Antonio 

D.  Pedro [Manuel]  Simon 

Hernando Autor 

Guzman   Canobas 

Don  Luis Damian  [Arias?] 

Don  Diego Luis  de  Salagar 

El  Rey Nabarrete 

Beltran   Sa^o 

DoAa  Juana Ana  de  Moya 

Dona  Maria Catalina  [de  Peralta?] 

Leonor su  muger  de  Nabarrete 

Toreadores Marcos  y  Grajales 

According  to  the  suelta  of  this  comedia,  it  was  first  represented 
by  Tomas  Fernandez.    It  was  in  the  repertory  of  the  companies 
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of  Rueda  and  Ascanio  In  1638-40. 
Senavenie,  Vol.  I,  p.  377. 
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See  Rosell,  Entremes€s  it 


La  gran  Columna  feffosa  {1629?) 

Lope  de  Vega,  MS,  copy  in  Biblioteca  Nacional.  Paz  y  Melia, 
Catdlogo.  No,  1412.  The  MS,  contains  original  licenses  dated  at 
Plasencia,  1629, 

El  Enperador  Valente,  ereft Al*  Gomex 

Pretoriano,  ereje ,..,.. P*  Gon^jalei 

Agustulo,  ere)e  ....,....,...,,.,.,,, ,  Domingucz 

Posldonio,  erejf  ........................  X)omingo  Hernander 

San  Basio,  Obhpo Fernando  Lopez 

Eraclto,  cauallero  biejo Caspar  Serrano 

Antonia,  hija  de  Eraclio Antonio 

Sabina,  criada  de  Jnf Martin 

Patricio P"  de  Bonilla 

Un  encantador Diego  Lopez 

Satan Juan  Martinez 

Otro  demonio Diego  Lopex 

Emerencio,  ^iejo Dtcgo  Lopez 

Leonicio,  criado Juan  Marlines 

Fulbino,  criado Domingo  Hernandez 

Telemarco Francisco  Rodrtguex 

Dccio,  criado  ,...........,,. Lva 

Un  hebreo Dominguei 

El  Castigo  sin  Venganza  (1631) 

Lope  de  Vega,  Autog.  MS.  dated  at  Madrid,  August  I,  1631. 
in  the  Ticknor  Library,  Boston.  See  my  article,  "Ueber  Lope  <Ie 
Vega's  El  Castiga  sin  Venganxa"  in  Zeittchrift  fur  Rom.  Pkil., 
1901,  p.  411. 

El  Duque  de  Ferrara Autor  [Manuel  VaUejo] 

El  Conde  Federico Ari» 

Albano   .,...,...,,..,.., 

Rutilto .,.....,. 

Floro , . . , , 

Luzindo 
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El  Marques  Gonzaga [Francisco  de]  Salas 

Casandra Autora  [Maria  de  Riqueline] 

Aurora Ber[nar]da 

Lucrezia Geronima  [de  Valc&zar] 

Batin [Pedro  Garcia]  Salinas 

Cintia Maria  de  Ceballos 

Febo  y  Ricardo 

The  Bernarda  mentioned  above  is  probably  Bemarda  Ramirez 
de  Robles. 

Peligrar  en  los  Remedios  (1634) 

D.  Francisco  de  Rojas  2^rrilla.  MS.  partly  autog.  in  Biblioteca 
Nacional.  Paz  y  Melia,  Catalogo,  No.  2552.  At  the  end,  in  the 
hand  of  Rojas:  "Finished  on  Saturday,  December  9,  1634,  for 
Roque  de  Figueroa." 

La  Duquesa  Violante la  Sefiora  Isabel  [Blanco  ?] 

Celia,  criada Bemarda  [Ramirez?] 

Bojeton,  criado [Francisco]  TribiAo 

Conde  Federico [Manuel]  Coca 

£1  Almirante  de  Sicilia Paz 

El  Marques  Alberto,  privado Roque  [de  Figueroa] 

El  Rey  de  Napoles  Sigismundo Francisco  de  la  Gdle 

Carlos,  su  hermano Jacinto  Varela 

Infanta  de  Sicilia Maria  de  San  Pedro 

Duque  Conrado Bargas 


La  Desdicha  de  la  Vox  (1639) 

Calderon.  Autog.  MS.  dated  at  Madrid,  May  14,  1639;  with 
licenses  of  June  I  and  November  3,  1639.  In  the  Biblioteca 
Nacional.    Paz  y  Melia,  Catalogo,  No.  873. 

Don  Juan Pedro  Manuel  de  Gwtilla 

Don  Pedro el  Autor  [Antonio  de  Rueda] 

Don  Diego [Diego  de]  Leon 

Don  Luis,  viejo Jusepe  [de  Carrion] 

Feliciano Pedro  [Ascanio] 
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Luquete ,.,...,,....   [Diego}  Cfeom 

D'  Beatriz . - .  Ma.  dc  [HemUa] 

Schaclt,  Nachtraffr,  p.  87,  This  is  the  company  of  Antonio  de 
Rueda. 

A  un  tiempa  Rey  y  Fasallo  (1642) 

Comedia  de  Luis  dc  Belmonte  Bcrmudcz,  del  Dr.  Manuel  Anto- 
nio de  Vargas  y  de  D.  ..  .  *  MS.  of  the  first  act  in  the  hand  of 
Vargas  and  nearly  the  whole  third  act  in  the  hand  of  Bclmonte. 
See  Paz  y  Melia,  Catalago,  No.  19.  The  author  of  the  second  act 
is  probably  Geronimo  Cancer;  v.  Stiefel,  in  Ztft,  fur  Roman, 
PkiloLj  XXXII J  p.  486;  Sanchez-Arjona,  Analei,  p.  295. 

Rey  de  Sicilfa ..,..,. Inigo 

Duque  de  Calabria Francisco  Garcia 

Almirante .   Mcjii 

La  Tnfanta  Beatriz la  S***  IVIaria  de  Jesus 

Belisarda,  labradora ...,,,,.......,...  Jusepa  de  Salaxar 

Silena S"  Antonia  de  Santiago 

Laura,  dama  ...............................  Jtisepa  Roouui 

Pasquin,  gracioso Bernardo 

Julio,  cHado  ....  — , , , Salvador 

Principe,  7  aiios S™  Francisca  Berdugo 

This  is  the  company  of  Pedro  de  la  Rosa.  This  play  was  written 
for  Juana  dc  Espinosa,  then  ( 1642)  the  widow  of  Tomas  Fernan- 
dez, and  the  manager  of  a  company. 


La  beiligera  Espanola  (  ?) 


Pedro  Juan  dc  Rejaute  y  Toledo  (who  wrote  under  the  psci 
nym  Ricardo  de  Turia).  MS.  copy  in  the  Palatina  at  Pafoit 
belonging  to  the  early  seventeenth  century.  The  play  was  fint 
printed  in  the  Norte  de  la  Poesia  espanolti,  at  Valencia,  in  1616, 
a  copy  of  which  I  possess.  See  A.  Restori  in  Stud}  di  FUtJfi» 
Romanza,  fasc.  15,  Roma,  189 1,  p.  92. 

Guacolda la  S"  Ana  Mtm 

D»  Mencia la  S"  Juana  [dc  Espinosa?  or  de  Seguri?] 

D.  Pedro - Tomas  Fernando 

Lantaro . .  Aldana  [Aldama?] 
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Rengo Simon  Gutierrez 

Valdiuia Pedro  Maldonado 

Laupi  y  Aluarado Villanueva 

Rauco Lastra 

Pillan  y  Bouadilla Barco 

Gracolano  y  otro  Indio  mo^ Aranda 


Paciencia  en  la  Fortuna  (  ?) 

Anonymous.  Copy  of  the  first  half  of  the  seventeenth  century 
in  the  Biblioteca  Palatina  at  Parma.  See  Restori,  ibid.,  p.  143. 
The  names  of  the  actors  arc : 

Luis  de  Estrada,  Carlos,  Juan  Gonzalez,  Pedro  Perez,  Cuebas, 
Nabarete,  Berio,  Belasco,  Caceres,  Barionuebo,  and  Juan  Mazana 
(added  in  a  di£Eerent  hand). 


Troya  abrasada  (1644) 

Calderon.     Autog.  MS.  in  the  Biblioteca  Nadonal,  Madrid. 
Paz  y  Melia,  Caialogo,  No.  3371. 

Paris Pedro  Manuel 

Hector t D*  Veatriz 

Priamo  

Rey  de  Troya,  varba Juan  Matias 

Casandra Maria  Magana 

Elena Autora 

Isntenia,  criada Jusepa 

Achiles Najara 

Sinon Francisco  Albarez 

Menelao,  Rey  de  Esparto Mexia 

Agamemnon,  Rey  de  Atenas Juan  Antonio 

Un  criado  de  Ector 

Viznaga Marin 
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Abadil,  JulD  d«  la,  i6i,  i6l 
Acacio,  Juan^  52,  sj,  6j,  i]i,  an 
Academia  dcgli  Incranati,  22  and  ti.  i 
Aciori  iod  Actresses;  dUsoluieoeai 
of  the  fatter  causei  women  to  be 
banished  from  the  itaf^e,  14J; 
number  of  actors  in  a  company, 
14$,  146;  actors  \n  Moli^re'i  coin- 
pany,  145,  o.  I ;  actors  take  leveral 
parts.  146;  hardiihipi  of  the  pro- 
fCfiion,  IJ9;  RojaiV  account  of, 
ij9-i6o;  Cervantei  on,  ito;  ac- 
ton in  France,  160,  n.  a;  addiaed 
to  gambling,  1^4-165;  account  of 
hit  adventurei  related  by  Rojas, 
j6&-i$9;  actors  soraetiraes  patched 
up  playa,  lyt-tja;  they  ill-treat 
Ibr  poetaalcra,  171-173;  engaged 
at  Shrovetide,  iSi;  the  talariei 
«f  aaort,  iSi^iSSi  actors  from 
Madrid  viait  Valencia,  i93,-i$4; 
Spanifh  acton  in  Paris,  170,  d., 
3!9~34>i  character  of  actresses, 
304-207 ;  women  forbidden  to  act, 
307;  forbidden  on  the  stage  in 
!<■](  i},  220,  n.  a;  when  actresses 
may  be  visited,  34^ ;  the  Parti Jaj 
at  Alfonso  on  actors,  354;  with- 
out civil  rights  in  France,  254; 
the  profession  of  acting,  255;  un- 
der Ihe  ban  of  the  church,  2^6- 
a57:  their  general  bad  character, 
364-' 267;  celebrated  actresses, 
a£8<-a69;  temptations  of,  169- 
270;  Madame  d'Aolnoy  on,  270; 
snonvmQus  writer  on,  370^  n.  3; 
visit  other  countries,  ]]9-14i 
A^miition  to  the  theater,  price  of, 

113-1 1  J 
I    Adullfra  (to)  penitfnft,  19! 
Adultfrio   (El)   de  la  Eiposa,  177, 

a.  I.  J07,  n. 
Advtna   {La)  Fortatta  de  Rut  £«• 

ffi  df  Avatoi,  19S 
Acrssen,  Francis  van,  99,  319;  his 

account    of    eulai   and   comcdiai. 


Afeetot  dt  Odio  y  Amor,  j$| 
Aguado,  Andres,  40,  n.  i 
Apiilar,  Francisco  dt,  83,  lu 
Alarcon,    Juao    Ruiz   de,    84,   D'    3, 

89,  n.,  93,  n.  J,  94,  n.;  prologue  to 

his  Comedias,  117;  itc^  186,  336, 

n.  1,  132,  n.,  341 
Alcara2,  Diego  Lopet  de,  107,  109, 

n.,  iioj,  165,  214,  21s,  221-229 
Alcaydt  (El)   it  »i  mismt,  S£,  87, 

<9 
Alcazar,  royal  palace,  2}o;  theater 
in,  2]o;  representations  in,  2]7 

Alcina,  opera,  331 

Alcocer,  Pr.  Francisco  de,  a{9 

Alcoaer,  Juan  de,  299 

Aides  Galtega,  15s 

Alefi^ria,  Francisco  de,  41,  104,  aoj 

Aleman,  Mateo,  1^4,  ti. 

Atrmana  (La),  dance,  74,  n.  s 

Alexander  VI.,  Pope,  ajti,  d.  3 

Alfonso  the  Learned,  his  SitU  Par- 

tidas,^  n.  I,  aja-ajj,  254 
Atgunat    Ilamanaj    dt    D.    Garclm 

Hiirtsda  dt  Mtitdoita,  180 
Allen,  H.  Warner,  tat,  n.  a,  laji, 

n.  a 
Alleyn,  Edward,  no,  n.  j 
Almtnat  (Lai)  de  Tora,  a6S 
Almenda,  Antonio  de,  68,  n,  a 
Almonacid,  Diego  dc,  50,  55,  57 
Almonacid,  Diego  de   (el  ntocd),  $f 
Alvarei,  Luis,  184 
Alvarez  de  Vitoria,  Francisco,  aaj 
Amanie  (El)  agradetido,  93,  d.  j 
Amantet  (Lot)  de  Teruel.  199 
Amur  como  it  ka  de  amar,  iS£ 
Amelia,  Juan  Jeronimo,   iie,  n.  s, 

19)  and  a.  t,  32; 
Amtyr  can  Villa,  165,  n. 
Amor,  Pltita  y  Desafio   (Lope  de 

Vega>.  aj6 
Amor  (El)  vandoitro,  94,  n.  t 
Anaya,  Maria  de,  340 
Anda luces,  Los,  150,  n. 
Andreini,  Virginia,  269,  n.  a 
Angeles,  Maria  Ic  los,  63,  16S 
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Angulo,  Juan  de,  iSj,  1S4,  a.  i 

Animat  {El}  de  Vngria,  9S1  "•  4 

Ancouia  Infamc,  127,  1%%,  x^2,  Z94 

Antwnia  ManueJa,  155,  186 

Antonozzi,  Maria,  engineerj  24$,  n. 

"Apaftenciaa,"  53,  So,  97- 9^ 

"Appearances,"  98,  99 

Aranjuez,  rcprc««atatiooi  at,  ajS 

Araucana  (La),  297,  n, 

Afauc«  domado,  90 

Arbeau's  Orchisographie,  74,  n.  a 

Arcadia  (La),  176 

Archduchess  Margaret,  Queen  of 
Philip  IV.,  an;  coracdiai  ttptt- 
leated  before,  ijo^aji 

Archer,  VViHiam,  91,  n.  2 

ArgcDioIa,  Lupercio  Leonardo  de, 
a6i,  262 

Arias  de  Penafiet,  Damlan,  301, 
223 ;  Ereatett  of  actora,  267 

Ariosto,  big  comedias  represcnlcd  in 
Spain,  31 

Aritiooa,  Antonio,  36,  n.  2,  iii,  n.  % 

"Arte  nucvo  de  hacer   Comediaa, 
105,  2S7,  288 

Anieda,  Andres  Rey  de,  79,  n.  i 

Atalto  (El)  de  \fasirit)ttf,  14,  n.  i 

Ascanlo,  Pedro  de,  188,  190,  tu  z, 
194.  23 J,  28s 

Audiences  En  the  torraUi,  117;  mo- 
rality of,  120-121 ;  ia  France,  Ger- 
many, and  Italy,  iio-isi ;  ap- 
proval of,  indicated  by  shDutiog 
Victor!  1I1-124;  enter  without 
paying,  124-126;  ruffianisin  of, 
i2j-i}d;  ahow  disapproval  by 
hiftsin^r,  etc^  279 ;  account  of  Lo- 
pez Pinciano,  J33-334;  account 
of  Juan  de  Zabaleta,  3}4~33i 

Aulnoy,  Countess  of,  99,  121,  139, 
tt.  2,  270  and  n.  2,  330,  331-333 

Auto  dt  San  Marttnho,  7,  n.  i, 
48,  n.  t 

"Autor  de  Comcdia*,"  meaning  of, 
%  J^  33i  ">■  >i  i£9-i7o;  dishonest 
practices  of,  173-174;  become 
members  of  other  companies,  190; 
suma  received  for  a  performance, 
194-197;  guaranteed  an  ayuda 
dt  tftita,  199;  amount  received  for 
representing  an  auto,  200-202; 
auloret  between  1600  and  i6oj, 
214;  tJutnber  limited  to  eight  by 
the  decree  of  1603,  Z15-21&; 
autor ff  between  i6oj  and  i6»s, 
216;  twelve  permitted  by  decree 
of  itii5,  320;  autorei  between  1615 
aod  1640^  ^23;  Appointed  to  rep- 


resent autot,  300,  jot;  vrhen  «ta- 
to^  were  represented,  303-305; 
number  of  nutos  represented,  303- 
304;  amount  received  for  repre- 
senting autos,  305-306 

Aulas,  earliest,  6;  represented  by 
g^iilds,  7;  representations  in  the 
aijtteenth  century,  aj,  24;  mean- 
ing  of  auto,  4S,  n.  1 ;  Auto  de  la 
Ungion  dr  David,  65,  n.  I ;  Aala 
de  Santa  Maria  Egipdata,  %o 

Autot,  Farias,  etc,  Cvleeciom  ie.  ed. 
Rouanet,  7,  n.  2,  lOv  d.  3,  65,  cu  i, 
287,  n.  2 

Autos  Sacramentalrs,  earliest,  7,  s. 
I ;  distinguished  from  aitf»,  7, 
n.  I  and  2,  9;  St  Toledo  in 
tjSo,  10;  represented  in  die 
forralei  of  Seville.  53;  «/<• 
rienciai  in,  97,  98;  costumes  for, 
]07-io£ ;  four  represcDted  aoau- 
ally  in  Madrid,  177,  n.  i;  smtu 
written  by  Lope  de  Vega,  177, 
n.  1;  amount  paid  fur,  177.  n.  i; 
sums  paid  for  reprcsetitios  an 
aula,  2O0-3cia;  rcpresrnl«d  be- 
fore Philip  IIL,  sjt;  ag«ta  rn- 
semed  after  the  death  of  ""  '~ 
Baltaiar,  248 ;  Dppo%itio<i 
church  to,  261-266,  3t^;  tlw 
rcscntation  of  autof,  297'^|U; 
suppressed  by  Charles  III,,  JS7. 
n.;  earliest  autot  repreaeated 
in  Madrid,  299;  Job,  Santa  CaU- 
iina.  La  Peica  dt  S.  Pedrw,  Lm 
rendtmia  Cele$liat.  Ei  Rff  BmI- 
iasar,  299;  deacriptioo  of  tie 
autat  Job  and  S<'  Carali»a,  joi 
and  n.;  four  represented 
ally  in  Madrid,  302;  fttt 
Seville,  304,  n.  a,  joj ; 
paid  for  representing,  305 -jo4: 
sums  received  hv  dratnaiisis  far 
wHlinp,  306-307;  the  paiiuiaf  e^ 
the  larrot,  308  and  n.;  niunbntf 
fflrrsj,  309-310;  stag:e  for  fmt*t. 
310-311;  the  properties,  jti;  dis- 
order in  representing  tftifai,  jii; 
edict  of  the  Bishop  of  Badafsa, 
3t4-3tS.;  the  Corpus  procrsiiMiii 
Seville,  31s;  suppressed  is  tji^ 
316:  autat  in  the  ctrritln,  317- 
318;  great  expense  of  aut9i,  t«s: 
sums  paid  to  Calderon  for  a»tu, 
32t;  coniemporarv  aorounia  <* 
the  representation  of  «a/sit 
32s  ff.;  accouiit  of  Midaat 
d'Aulnoy,  y\% 
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AvrndaJio,  Criitobal  de,  tj9,  n.  i> 

>93,  199,   Ja3.  «9.  3J4.  JjJ,  301, 

n.,  loj 
Avcttdaao,  Framcitco  de,  19 
"Aventur»s  del  Bachillcr  Trapjtia," 

17J,  n. 
AveriguadoT,  El,  ti2,  n.,  237,  n.  i^ 

>49,  0.  a 
Avila,  Ditgo  de,  l|,  n.  3 
A  vita,  Juan  dt,  41 
Avisoa  and  Anaies,  Z7J 
Aviaos  de  Pellicer,  240,  n.  4 
lAy  VerJadei.'  que  en  Amor,  98 
Ayala.  D*  Elvira  de,  49,  jo,  n.  ■ 
Ayala,  D.  Gaytan  de,  102 
AyamoDte,  Marquis  of,  ji,  55 
AyuHi,  Mif^el  de,  1^7 

Btdajoz,  Biihop  af,  314-31S 
Balbin,  Domingo,  ii6,  noo,  316-,  331, 

109.  317 
Baltasir,  Pnacc,  340;  death  of,  347; 

14S 
Bfttmiara  {La),  378,  n.  2 
Bancet  Caadamo,  Fraticisco  dc,  2$6, 

D.  I,  X76,  n.  z 
Bandas  (Lom)  dt  Ftrona,  240,  n.  4 
8ap*i,   G^  65,   n.    i,   loi,    10 j,    106, 

137,  13S,  140 
"Baptiim  of  St.  John,"  auto,  z% 
Barbtert,  Nicoto  {Bcttrame),  140 
Barcelona,  fesrival  of  Corpui  at,  4; 

etcarraman  at,  7) 
Barprag;!!,  Scipione,  zi,  n,  i 
"BaTquilloi,"  37» 
Barrrra,  D.  Cayetano  A.  de  U,  33, 

n-  J.  79,  n.  I.  ajs,  144,  n.  j,  24s, 

a.  2,  zii,  n.  r 
Barrio,  Crittobal  de,  i$ci,  n~ 
Barripnuevo,      D.      Jeronimo      de, 

Am$o$,  343,  n,,  344,  n,  z 
fiaarhet,  Armand,  39,  ti.  (,  J43,  n,  a 
Baasomplcrre,  Le  Mar£chal  de,  340, 

n.  i 
Butidor  ^  vring   of    itage    scenery, 

92,  n.  3,  ^7  and  n. 
Baita,  Conde  del,  iSo 
fiaauno,  Diego  Lopez,  1S4 
Bmjft'i,     ig;     disringuUhcd     from 

i^mnmat,  69,  o.  3 ;  the  Zarabanda, 

70-71;  various  baytet.  the  Cha- 
_  t»ma,  Etrarraman,  etc.,  72-7); 
^H  kayift  antigues,  74;  Bd>/«  i^f/ 
^^B  CaAa//m>  f/^  Oimtdo,  70,  n.  j; 
^^^  Bsjfle  df  JAcara,  taj,  n.  4;  Baylt 
I         df   la   Enirada  dt   la   Comedta, 

I  M<^  D. 

I    Bfll*  {La)  Aurora,  93,  n.  | 


BtUigera  [La)  Espanoia,  83,  o. 
BelrnoDte,  Luis  de,  iSo 
Benzon,  Luita,  tSj 
Berenger  de  Palaciolo,  4 
Bernardo  de  Bovadilla,  Luii,  33j 
Bertaut,  Francis,  tt9,  D.  3,  i3i  md 

n-.  338,  339 
Bezon,  Juan  de,  1S6 
Bczona,  La  =  Ana  Maria,  186 
filbbiena,    Cardinal,   La    Calandra, 

Blaion  (Et)  de  lor  Chat>ei,  378,  n, 

Bocangel,  D,  Gabriel  de,  233,  n. 

Bodas  {Lai)  del  4ima  ton  el  Amor 
divino,  2TI 

Bonilla  y  San  Martin,  A^  iS,  n.  i, 
71,  n.  I 

Book»elleri,  dishonesty  of,  174 

Borja,  Vicenta  de,  107 

Ba»b'erg,  Sarah  v.,  14a 

Bourland,  C.  B„  18,  n.  i 

Boxiganga,  the,  ijj 

Bay  Bishop   (Obitpilt^),  137 

Braone$,  Alonso  Mania  de,  290,  n., 
29s,  n.  3 

Bravo,  Pedro,  149 

Buen  Reciro,  the,  23S-339;  repre- 
sentations in,  339-343;  visited  by 
the  public,  24,0 

BulUttH  Uitpanlque,  lo,  n.  4,  38, 
n.  3,  30,  n.  3,  31,  n.  2,  32,  n.  i, 
33i  ■!•  5i  34i  ^-  I  ^nd  3,  35,  n.  i  and 
a,  36,  n.  2,  37,  n.  3,  44,  t>.  2,  80,  n,, 
107,  n.,  110,  n.  3,  141,  n,  4,  163, 
n.  J,  165,  D.,  177,  n-  I,  302,  n-  7, 
303.  n.  I,  204,  n.  t,  315,  n.  i,  23t, 
n.  J,  3J3,  n.  3,  298,  n.  3,  309,  n.  2 
and  3 

"Bulutu,"  the,  ijt 

Burbadge,  James,  34,  n.  5 

Burgaieta  [La)  de  Lerma,  91,  n.  1 

Burgos,  Antotiio  de,  68,  n.  3 

Burgos,  Jeroflima  de,  194,  234,  238, 

2«8 

Burlador  {El)  de  S^villa,  90,  91 
Burtadora  {La)  burlada,  8j,  n.,  84, 

n.  t  and  2,  94.  n. 
Burial    [Las)    de   Pedro   dt   Urde- 

malai,  336 
Burnynx  Knight,  the,  77 

Cabaltero   {El)  dtl  Fewix,  177,  n,, 

307.  n- 
CahalltTo  {El)  del  Sol.  103 
CahatUroi  [Lot)  uuevo),  190 
Cabcllo,  Ana,  iSj 
Cjibranet,  Diego  de,  359 
Cibrtra  de  Cordoba,  Luis,  tn,  sio. 
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n.  3,  31 T,  n.  3,  314.  n.,  330  and 

n.  I,  2J2,  n.  1 
CaiJa  (La)  Jf  Faeton,  2^$ 
Calderon,   Maria,    163-164   and  n^ 

1 36,  tS9,  269 
Calderon,  D,  Pedro,  ix,  74.  n.  3,  Si, 

87,    S9,    90,    92,    118;    El   galan 

fantatma,  11 8,  n.  4;  174,  n,  2,  177, 

D-,  i97i  19S.  "99i  2*»»h  «Si  n.  I, 
332,  n. ;  Circe,  241 ;  La  Purpura 
lie  la  Rota,  241  ;  El  mayor  En- 
canto  Amor,  242  ;  Lai  tret  mayores 
Prodigios,  343,  343,  n.,  24+,  n.  2; 
vrrites  the  aulas  in  164^,  347;  the 
autot  oi  164S,  248,  276,  a.  z,  279; 
■writes  laynites,  394-395;  uittot, 
jn;  atitfts  written  for  various 
festivals,  320;  sums  received  for 
them,  321:  writes  autos  till  16S1, 

nh  3*1 
Calfar  basta  la  Ocanon,  32,  n.  3 
Calle,  Francisco  de  la,  295,  d.  3 
Camncho,  Alonzo  Gon^aitz,  64,  n.  t, 

187 
"Cambaleo,"  the,  153 
Cancionero  Ctssseose,  70 
Candado,  Luis,  i3j 
Caodau,  Maria,  6j,  193,  371,  n. 
CaBete,  Manuel,  3,  d^  7,  d.  i,  jj,  16^ 

n.  I,  19,  n.  J,  23,  n.  3 
CapeSlan  {El)  de  la  Virgtn,  93,  n.  i 
Caramuel,   J.,   on   the  camedia,   33, 

D.   i;   on  scenery,  Sfi,  n.   j,    163, 

n.  J ;  On  sctors,  267  and  n.,  368, 

n.  3,  369  and  n.  3,  279,  n.  1 ;  on  en- 

iremtsfs,  2S8,  n.  2 
Carht  F,  en  Francia,  378,  n, 
Caro,  Rodrigo,  60 
Carrillo,  Jos^,  xiii 
CartwriKht,  Thr  Royal  Slavr,  99 
Carvatto,  Lull  Alfonso  dt,  180,  ii^ 

286,  n.  3 
Cam  con  dot  Fuertat   mala  et  dt 

gaariiar,  199 
Caia  (La)  eenfuta,ji,  n.  4 
Catamifnto  (Et)  en  ta  Muerte,^6,  n. 
Catamientof   {Ltn)  de  Jotiph,  177, 

n.,  307,  n. 
Casane  por  defender,  65 
"Casas  del  Tesoro,"  theater  in,  lii 
Cascaies,  Francisco  de,  227 
Castigor  par  defender,  177 
Casiigo  (El)  en  la  Vanaghria,  19s 
CattigQ  (El)  sin  Venganca,  163,  n.  j 
Castillo,  Alonto  del,  170—171 
Castillo  So16rzano,  A.  de,  173,  n.  1 
"Castradores,"  iso,  n. 
Castro,  Beatrix  de,  147,  n. 


Castro,  Francisco  de,  iSj 

Castro,  D.  Guillen  de,  84,  □.  t,  119, 

n.  I,  177,  180,  336,  n.  t,  341 
Castro,  Luis  de,  150,  n^  195,  214 
Castro,  D.  Pedro  de,  Archbishop  of 

Granada,  307,  an 
Catalan,  Juan,  63,  184,  33] 
Catherine,  Princess,  Duchrsi  of  Sa> 

voy,  307 
Cauallrro   (El)  de  Olmeda,  daoce, 

70,  n.  3 
Cautela  centra  Cautela,  23$ 
Cauieloto  (Lo)  de  un  Guante,  17! 
"Cazuela,"  the,   119,   tz$,    139,   ijo, 

ii^t  337-33* 

Cebrian,  Pedro,  194,  xzi 

Celejtina,  tr.  by  Mabbe,  121,  d,  J. 
139,  n.  3 

Ceiet  (Loi)  en  el  Cabeiio,  334,  3j6 

CeSot  engejidtan  Amor,  336 

Cemino,  Alonso  de,  13 

Cerca  (El)  de  Cordoba,  193 

Cereio  de  Guevara,  Pedro,  147,  225 

Cervantes,  Miguel  de,  La  GaUtn, 
13  ;  his  account  of  Lop«  de  Ruedi. 
i6~iS;  his  plays  Loi  Trat«i  dt 
^rget,  La  Derttuycion  de  Numaw- 
eia.  La  Batatla  nauat,  iS,  so;  bii 
Numanda,  21 ;  El  Retakip  de  Imj 
Marmvillaj,  34,  n.  1 ;  Den  Qmutalr. 
45,  0.  2,  63  and  n.,  75,  n.  j,  9), 
S9S.  n-  J.  J'3-3'3;  «">  dandiiE, 
66 ;  La  gran  Sultana,  66,  14,  n.  3, 
106,  n. ;  La  Cueva  de  Salemattet. 
70,  n.  3;  Laitttstre  Fregona,fi,n.: 
El  rupan  Biudo,  6S,  d.  3,  73,  o^  74: 
El  gallardo  Etpaiiat,  gi,  a.  1,  93; 
La  Casa  de  lot  Zetos,  i^id.;  oo 
curtaini  in  the  theaten,  I4;  £J 
Rufian  dichoto,  94,  146;  Fedr*  4* 
Vrdemal&s.  95,  n.  1,  160,  a.  1; 
Viage  del  Parnata,  116,  d.  ;;  IJ9. 
El  Licenciado  vidriera,  160:  tbe 
Coltoguio  de  lot  Perroi,  [71-173; 
entremesft,  389,  n^  390,  a. 

Chacona.  the,  72,  73 

Chambers,  "The  Medieval  Stagf.' 
117,  n. 

Chapman,  J.,  179,  a. 

Charles  V.,  23.  See  xUo  wndf 
Pragmatica 

Chavarria,  Andres  de,  14^ 

Chorley,  J.  R,,  230^  |i- 

Cburchmen  oppose  the  theater,  197  C, 
35$-26i 

Cirot,  G^  363,  n.  i 

Cisnetoi,  Alonto  de,  at,  «.  *,  ji  a*' 
1-  J,  J+.  )5t  ♦!.  **y  B-.  tl*.  >♦* 
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El  Marques  Gonzaga [Francisco  de]  Salas 

Casandra Autora  [Maria  de  Rtquelme] 

Aurora Ber[nar]da 

Lucrezia Geronima  [de  Valc&zar] 

Batin [Pedro  Garcia]  Salinas 

Cintia Maria  de  Ceballos 

Febo  y  Ricardo  

The  Bemarda  mentioned  above  is  probably  Bemarda  Ramirez 
de  Roblcs. 

Peligrar  en  los  Remedios  (1634) 

D.  Francisco  de  Rojas  Zorrilla.  MS.  partly  autog.  in  Biblioteca 
Nadonal.  Paz  y  Melia,  Catalogo,  No.  2552.  At  the  end,  in  the 
hand  of  Rojas:  "Finished  on  Saturday,  December  9,  1634,  for 
Roque  de  Figueroa." 

La  Duquesa  Violante la  Senora  Isabel  [Blanco?] 

Celia,  criada Bemarda  [Ramirez?] 

Bojeton,  criado [Francisco]  Tribiiio 

Conde  Federico [Manuel]  Coca 

£1  Almirante  de  Sicilia Paz 

El  Marques  Alberto,  privado Roque  [de  Figueroa] 

El  Rey  de  Napoles  Sigismundo Francisco  de  la  Calle 

Carlos,  su  hermano Jacinto  Varela 

Infanta  de  Sicilia Maria  de  San  Pedro 

Duque  Conrado Bargas 

La  Desdicha  de  la  Voz  (1639) 

Calderon.  Autog.  MS.  dated  at  Madrid,  May  14,  1639;  with 
licenses  of  June  I  and  November  3,  1639.  In  the  Biblioteca 
Nadonal.    Paz  y  Melia,  Catalogo,  No.  873. 

Don  Juan Pedro  Manuel  de  Castilla 

Don  Pedro el  Autor  [Antonio  de  Rueda] 

Don  Diego [Diego  de]  Leon 

Don  Luis,  viejo Jusepe  [de  Carrion] 

Fdidano Pedro  [Ascanio] 


388 


INDEX 


"Confidentof    italianot,    L«s,"    143 

and  n.  2 
"Conformcs,  Los,"  129,  n^  149,  19^ 
Cottfusien  {La)  dt  uit  Jardim,  iij,  n. 
Cetiquiita  (La)  de  Oren,  330,  d, 
Conquiitm  {La)  de  Toteda,  iBo 
Conitanda  {La}  de  Aretlina,  49 
"Contra    Ids   Jue|;o9    ptiblicos,"   71, 

n-  4i  293i  >94,  298,  n. 
Contrcros,  D.  Antonio  dc,  245 
Co^tieitf  {La)  eu  te  Favori,  6$,  n.  i 
Cordoba,  theater  in,  192 
Cordoba,  Fray  Gaipai  de,  an,  aia, 

n.  I,  213 
Cordoba,  Marsa  de  (Amarilii),  1^5, 

1S6,  1S9,  3£S  and  n.  ],  271,  n. 
Cormillr,  Examen  de  Meiile,  loo; 

Nifomidt,  14 J,  n.  3 
Corpus  Christi,  festival  of,  insti- 
tuted in  1364,  4;  early  celebra- 
tions at  Seville,  4;  10  153S,  2t ;  in 
is6j,  23;  in  1570,  21-24,  4S,  n.  1; 
dances  at,  71-75 
Corraiet: — The  corraJet  of  Madrid; 
the  torrai  in  the  Calle  del  Sol, 
the  Corral  of  Isabel  Pacbeco,  the 
Corral  of  Burguillos,  27,  z%;  the 
Corral  de  Puente,  28,  n.  2,  30- jj, 
n.  4  and  5,  34;  representations  in, 
ai  late  as  )sS4,  34,  43,  itt;  ihe 
Corral  de  la  Patheta,  2g,  n.  a, 
29;  description  of,  29-30,  ji-33 
'  and  n,  4;  the  favorite  playhouse, 
J5;  the  Corral  del  Printlpe,  jo, 
j2,  n,  3;  building  of,  36,  39-41, 
42,  n.  I,  43,  44,  iii;  the  Corral 
de  la  Crux,  30,  n.  2;  buildinj;  of, 
in  1579,  33  S. ;  first  representation 
in,  33;  Ganassa  appears  in,  35, 
41,  43 ;  the  Crun  and  Prinripe  the 
only  corralet  after  1587,  43,  iii; 
changes  in  1631,  112,  n.;  the  Co- 
rral de  p'eldivieto.  31;  represen- 
tations in  the  torralei.  vfhen,  33 ; 
representations  suspended  in  i;Bi, 
3S ;  description  of  the  torrales. 
41-43  ;  closed  on  account  of  the 
death  of  Philip  III^  34,  329; 
music  in,  6x0.;  performances  iti, 
vrhen,  III,  113;  the  price  of  seats, 
113-115;  two  fees  paid,  it6;  au- 
diences in,  117;  women  visit  the 
(orralet,  118-120;  men  enter 
without  paying,  124;  ruffianistn 
in,  12S-139;  deadheads,  12^; 
closed  during  the  aummer,  133; 
the  rental  of,  204;  the  corral et 
reopened   in   1621,  339;  seats  in 


the  corralet,  134-13^;  closed  on 
account    of   the    death    of    Queen 
Isabel,    346;    on    account    of    the 
death   of   Prince   Balcasar,    247- 
of  Philip  IV.,  3;q;  dd  account  of 
the    pest    in    t6|a,    251 ;    the    f«- 
rrales  of  Seville:  the   Corral  de 
D.  Juan,   29,  n.    i,  47,   48,    113, 
131;    the    Corral   de   San    Paklo, 
47,.  n.  3 ;  the  Caliieo  del  Duque 
de    Medina    Sidsaia,    47,    n.    a; 
the    Corral    de    las    Atara^AmMi, 
47,    48,    49,    50;    the    Cotml   de 
la   Alcoha,  47,   4S,    jo;    rent   of, 
in  1585,  20s;  San  Pedro,  47,  51; 
the  Huerta  de  Do  Elvira,  47,  49, 
52;  rental  of,  53,  54:  torn  down. 
59,  117,  125;  the  Cofitrv.  ^,  jo; 
construction  of,  51-52;  rental  of, 
Sj;  destroyed  by  fire,  54;  rebuilt, 
547  S9',  statistics  concemitig,  jj- 
57;   again  destroyed  by  fire,  fo; 
rebuilt,  6t;  La  Montena,  48,  $7- 
59;  cost  of,  59;  rental  of.  39,  60: 
destroyed  by  fire,  61,  65,  97,  n.  a. 
135,  136,  i3g;  the  price  of  admis- 
sion to  the  torralei,  115-116  and 
n.  5,  t  r7,  n. ;  men  enter  without 
paying,    124-126;    rulftaaism,   iiS 
aad  It.,   139;  plays  viewed  frooi 
the  housetops,  ijo;  f orra'ri  cloKd 
during  suromer,    133;    visited  br 
players   from    Madrid,    193;   tht 
number  of  representations  in  the  D' 
Elt'ira  and  the  Cotiteo  from  tin 
to  1614,  20 J ;  rent  of  the  Cottttt 
in  1611,  205;  the  (orraltM  closed 
in     1646,     248;     representarioiu 
again    begun    in   the    Cotista   ia 
t£4S.  348.    Corrales  in  the  Spaa- 
ish  colonies,  129,  n. 

Correa,  actor,  19 

Cortes  {Lat\  de  la  Murrte.^iz-m 

Cort*«,  N.  A.,  iQ,  n,  i,  ii,  6),  a.  1 

"Cortesi,  I,"  44,  ti.  r 

Cortinas,  D"  Leotior,  mother  of  Cee- 
vantes,  34 

Cottanta,  La,  33,  n.  3 

Coster,  A.,  49,  n.  3 

Costumes  on  the  Spanish  sta^e,  io|- 
toj,  10& ;  on  the  French  stage;  105: 
anachronisms  in  plays,  105;  (W 
tume  an  indication  of  ra«^  10^ 
n.  3 ;  magnificence  of  cohubmi^ 
106-107;  gff^t  expense  of,  tcr. 
a.  3,  loS :  pawning  of,  1 10 

Cotarelo  y  Mori,  E^  lo,  n.  1.  ti.  ij- 
14,  n.  1,  16,  D-  I,  7t,  11,  J,  7j,  t* 
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B.  I,   lOC,  IIS,  n.  I,  115,  D.  I,   I4]i 
163,  n.  3,   193,  aiJ,  n.   I,  aij,   a., 

a  14,  n.,  a  1 6,  n.,  aaoi  a.  t,  aaj,  n., 

336,  n.,  227,  n.,  ajti,  n.  t,  aji,  n., 

3S5.  356,  3S7-263,  190,  n.  I,  195, 

n.  3,  316 
Council  of  Arsnda,  the,  aj] 
Court  p«rfoniianc*i,  whe[i,iii,  n-  a, 

230-246 
Crawford,  J.  P.  VV,,  13,  n.  j^  390,  n,  i 
Crcizcnach,  W.,  ai,  aa,  n^  us,  n., 

138,  n.  2,  161,  n.,  377,  n.  1 
CrMpi  de  Borja,  227 
Croce,  B.,  33,  n,  a 
"Cfohica  de  \a%  hecho«  del  Conde»- 

table   Miguel  Lucat  de   tranzo," 

141 
Cruz,  Fray  Jeronimo  de  la,  a^ 
Cruz,  Hamon  de  )a,  195 
Cruzada  Villaatnil,  Sr.,  237 
Cuebaa,  Francisco  de  las,  aj,  o,  3 
Cufua    iLa)   dt  Salamanca    {Cer- 

vantet),  70,  n.  j 
Cueva   (La)    de  Salamanca   {Alar- 

*•«»).  91.  n.  3 
Cueva,  Juan  de  la,  13,  49 
Ciimplir  con  tu  Obligacion,  laa 
Cunningham,  F^  76 

Dama  [La)  boba,  tjti,  2,6% 
Da  ma  {,La\  Corrtgtdor,  197 
Dancers,    Spanish,    famoui    among 

the  Romans,  £6  and  n.  a;  dances 

at  Corpus,  67 -^9 
Daftces,  71-75.    See  al»o  under 

Bay! ft 
D'Ancona,  Alessandro,  aa,  44,  n.  3 

aoJ  4,  4S,  4^1  «■  *.  «4^  ti.  3,  141. 

o.  a,  256,  n.  a 
"Danza  de  ciscabet,"  €t  and  n.  a 
*'Daoia  de  espadas,    69,  n.  2 
Damma  dt  la  Mutrte  by  Pedraza,  £, 

7,  n.  1 
"Danias  habladas,"  75 
Dar  la  I'iJa  por  tu  Dama,  asa 
Davenant's  Sirgr  of  Rhodes,  139, 

*?* 
D^  Catario  a  Catario,  91,  n,  i 

"nt  Spectaculii,"  a<a,  3*3,  n. 

Decree*  reptlaJing  the  theaten, 
ao7;  rescript  of  IS98,  207-310; 
decree  of  1600,  311-313;  decree 
o*  tfoj,  atj-atS;  decree  of  iSoS, 
af&-a2o;  decree  of  lArj,  aao- 
aa} ;  other  measures  enacted  re- 
tpeaing  the  theaters,  325;  decree 
of  i6tj  a  dead  letter,  345;  decree 
of  i^r,  341;  decree  of  t£46-47, 


349  and  n, ;  decree  of  1C53,  zjd 
and  n.  4;  decree  of  1665,  351 

DegoUado,  El,  49 

"Degollado,"  the,  a  fashioii,  37a, 
n.  a 

Dtkker,  Thomai,  64,  n.  4,  178  and 

o-  3    , 
Delpinof  Spanish  Dictionar)^,  67^ 

n-  3.  7S,  n-  3 
Dtsdrn  (£/)  fo»  el  Detden,  123 
Dttdifhado   (£/)   if  ft  fingir,  S4,  n.  3 
Despoil,  £,,  6G,  n. 

Desprtf'tada  <La)  Querida,  234,  236 
"Dia  (Ell  de  Fiesta  por  la  Tsirde," 

Dtabla  (El)  mudo,  30a 
"Dialogoa  de  la  Agrictiltura,"  alio 
"DialoROs  de  Ia»  Coraedias,"  363 
Diaz,  Alonsa,  79,  Sa 
Diaz,  Pedro,  79,  So 
"Oiccionariu   de   Autoridades,"   73, 

n,,  291,  n.  4 
Diez,  Caspar,  la 
Dhj  hare  Reyet,  329 
Doetfur  {Lf)  amourtux,  145,  n.  j 
Doctor  (El)  Car  lino,  134 
Don  SancAo  rl  Male,  216 
Dona  Ana,  Queen,  death  of,  35 
Dona  BfatnK  de  Siiva,  85,  n.  i 
Doors  at  back  of  itage,  S5,  n.  a, 

and  see  under  Staging 
Dos  Amantes  (Los]  del  Ciela,  90 
Dramatists,     difficulties     of,     with 
actors,    173-174;    with    booksell- 
ers,   174;    with    litefary    piratesi, 
'75-176;     honorarium     received 
by    them,    177-17!;    by    English 
dramatists,    178-180;    collabora- 
tion  of,   iSo;   morality  of   pla^ 
366,  n,  a;   sums  received  for  an 
auto,  306- J07 
Drayton,  Michael,  178,  n.  j 
Dressing- room.     See  f'estuario 
Dueiio  {El}  de  las  Ettrellat,  89,  n. 

Eliche,  Marquis  of,  19S,  343,  n. 
Elizabethan  Age,  number  of  plays, 

ix ;  morality  of  plays,  lao 
Emitutet   (Lot)  at  Fabta,  S7  and 

n.  I 
Encanto   (£1)  tin  Encanto,  9a  and 

a.  3 
Encantet  {Lot)  d*  Mtrhn,  79,  n,  i 
Eftcrso,  Bartolfjmf  de,  J07 
Enciso,  Die|;o  Ximenez  de,  376,  n,  a 
English  actors  in  Germany,  114,  «■; 

trial  performances,  277,  n.  t 
English  court  plays,  7£-7l 


^^H                                           INDEX                                 ^^ 

^^^^^^K           Engliih   theaters,    actors,    etc.      Sec 

Fernandez  de  Guardo,  Alonao,  1S5 

^^^^^H                          London 

Fernandez    Guerra,    Lui»,    81,    111, 

^^^^^H          Enredos  {Loi)  de  Beneiiilo,  132 

D.  3,  227,  n.,  229,  n.  I 

^^^^^^H           Enlremei  de  tot  Pareceres,  119,  □.  3 

Ferrer,    Padre   jB*n,   on   the    CA«- 

^^^^^^B           £nircme»cs,   69;  definition  of,  3t6; 

(ona,  73 

^^^^^^H               tntttme$ot  la  Valencia,  287  j  their 

Festivals  eiven  by  Philip  IV_  att- 

^^^^^^H               origin,  287 ;  entremes  de  tas  Es- 

Z46 

^^^^^^               Urat,    287,    n.    2;    etitremft    de 

Fete    (La)    de  i'Amour  el  de  Bae- 

^^V                      Sebastian  de   Horozco,  2S7,  n.  2; 

chus,  241,  n.  I 

^^^1                        the  entremeset  in   I.ope*a  Fiettas 

"Fiesta  de  to*  Carros,"  9,  29S 

^^^B                       dft  Santusimo  Sacramento,  2S8; 

-'Fiestas     del     Samisaimo      Sacra- 

^^^H                      in  hia  Comedias,   agg,   n.  4;   en- 

mento,"  28S,  2S9,  ti.,  290,  n. 

^^^1                        Iretnetet    eantados,   290;    number 

Figuerna,   Roque  de,    ti8,    120;   ac> 

^^^K                      of  eniremetes  to  a  comedia,  29d 

count   of,    163,    173    and    D^    186. 

^^^^L 

190,  200,  n,,  22},  2J0,  a8fi,  301,  n. 

^^^^H            Enzina,  Juan  de  la,  3,  n.,  ij,  n.  3, 

Fingida  (La)  Arcadia,  84,  d.  a 

^^^^H                            a 

Finfrif  y  Amur,  123,  n. 

^^^^^1             Eacamtlla,  Manuela  de,  198 

Fitchmatin,  H.,  66,  n.,  146,  0. 

^^^^^^             EacamiHa,  Maria  de,  198 

Fiizmaurice-Relly,   J.,   7    and   n.    i. 

^^^V                  Eicarraman,  the,  71,  73 

14,  48,  n.  I,  98,  141 

^^H                   Esciavs   {El)  del  Demonio,  61 

Flaroinia,  Italian  acrress,  140 

^^H                   Escobedo,  Juan  de,  204. 

Fleay,  E.  G.,  a?,  0.  t,  34,  n.  j,  144, 

^^H                    EicntaHita  {La)  Kehsa,  91,  n.  i 

n.  3,  25;,  n.  2 

^^H                    "Escotado,"  a  fashion,  347>  »■  ^ 

Fletcher,  John,  j8 

^^^H                   Escueiat  {Las)  de  Athenas,  170-171 

Ftoridor,  Josias,  139,  n,  t 

^^H                   "Espafia  Sagrada,'^  137,  n. 

Fontana,  Julio  Cesare,  238  ajm)  n.  ■ 

^^H                  Etpahola    (La)    de    Fhrencia,    88 

Foiilche-Delbosc,  R.,  328,  n. 

^^H 

Francesquina,  La   (Silvia  Ron- 
cagli),  46 

^^H                    Espeyronniire,   Antoioe   de    1',    tjg, 

^^^H 

Franci»CB  Maria,  147 

^^^1                    Eapinel,  Vicente,  176,  n.  i 

French  players,  in  London,  139,  n.  t 

^^^1                   Ejpinoia,  Ana  de,  127,  164 

French    theater,    the    stape    settinft 

^^H                    Espinosa,  Cardinal,  i6 

99"ioi ;  women  on  the  stase,  i]t, 

^^H                   Eapinosa,  Gabriel  de,  31] 

139  and  n.;  actors,  160^  a.  a,  aj* 

^^H                   Espinosa,  Juan  Bauttsta,  223 

Furntama  [La)  de  CorJoka,  tjo 

^^H                   Espinosa,  juana  de,  249,  n.  2 

Fuente,  Toraas  de  la,  141 

^^^H                    Eaquil^che,  Prince  of,  340 

Fuer^u  {La)  del  Inti-rei.  83,  n. 

^^H                   Eaqulvel,  Juan  de,  68,  n.  2 

Fuerxat  {Las)  de  Sanson.  30» 

^^^1                   Estebanez,  Atonso  and  Juan,  304 

Furness,  Horace  Howard,  74,  b.  2 

^^^B                    Estolle,  Pierre  de  1',  Memttirei,  340, 

^^H                              I 

Galan  {El)  de  La  MembritU,  irt 

^^H                  Examen  {El)  de  Maridot.  94,  n.  i 

Galan  {El}  Fantaima,  118,0.4 

"Gallarda,  La,"  a  dance,  74,  n.  a 

^^H                   Eathevx  {Lei),  65,  n.  i 

GaiUrdo  (El)  Espanot,  92 

^^H                   Fairet  or  Ferr^,  Marie,  138  *nd  n., 

Gallardo,   Bartolome   Jos^,   tot,  a^ 

^^^1 

245,  n.  4,  263,  n.  I 

^^H                    Fajardo,  Ana,  187 

"Gallinero,  El,"  239,  n.  2 

^^B                   "Farandula,"  the,  153 

Galvei,  Isabel  de,  198 

^^^B                     Farsat  iacramentaltf,  S,  n. 

Calve:;,  Jeronlmo,  34,  |s,  U,  a. 

^^^B                   Favor  {ES)  agradeddo,  94,  n.  t 

Ganar  Amlgot,  234 

^^H                    Fi  (La1  pagada,  73,  S3,  n.,  125,  n. 

Ganassa,    Alberto    Nawlt    de,    rfl 

^^^B                      Fi  (La)   rompida,  91,  n.,  92 

n.  2,  29  and  n^  30,  31,  3a,  |j  aod 

^^H                   Fcbvre,  Mathieu  le,  called  La|>orte, 

n.  1,  43-44.  48,  131.  t4i.  »• 

^^M                        >39 

"GanBarilla,"  the,  ija 

^^H                    Fcrnatidez,  Lucas,  13,  n.  ] 

Garcia,  Alonso,  147 

^^^B                     Fernandez  de  Cabrcdo',  Tomas,  184, 

Garcia,  Francisco  (Ftt^i7«),  198,  0| 

^^B                       185,  187,  196,  201,  ai6,  321,  442, 

Garcia  de  Toledo,  Francisco,  t{0 

^^M                    273,  285,  317 

"Garduna  (La)  de  Sevtlla,"  lyj.*- 

INDEX 


•Garnacha,"  the,  152 

Garrlck,  Diivid,  io4 

Ga»quc,  Juan,  147 

GayaoKos.  D.  Pascual  de,  i£,  n.  1, 

6S,  n.  z,  III,  D,  I,  zii,  n.,  366,  n,  i, 

176,  n.  J.  323 
*'G«loii,  I,     fialian  company  htaded 

by  Ganassa,  39,  n.  1 
Celvn,  Counts  of,  49  and  n. 
Germany,  Vforacn  on  the  «tage,  140 
"GiganiooM,"  398 
Gloria  {La)  dt  Niguea,  z]i  sod  n. 
G^ngora,  D.  Luis  dc,  64,  n.  t 
Gonzalrz,  Bemarda,  184,  »- 
Gonzalez,  Gabriel,  304 
Gonzalcf)  Jusephc,  iSj 
Gonzalez,  Matias,  304 
!  Gonzalez,  Sebastian,   149,   193,  aaj 
Gonzattz  Carpio,  Da  Juana,  41,  305 
Gonzalez  de  Salat,  J.  A.,  69,  a.  j, 

98,  n-  3,  I30,  n.  I 
Gonzalez  Pedroio,   E.,   ;,   n.,  7,  n., 

]ii 
Gradat  (La»)  de  San  Felipe,  271,11. 
Graf,  Arturo,  3$6,  a.  2 
Gramontt  Le  Marshal  de,  ]3g,  339 
"Gran  Metnorit,"  175 
GfdR  Stiltatta{La) ,  66,  n.  2,  S4,  n.  ] 
ICranada,  theater  in,  191,  n. 
Granadof,  Antonio,  101,  n.  ),  t$s> 

i»j,  I90i  aij,  33t 
Granadoi,  Juan,  jz,  34^  jj,  107,  n., 

303 

Graxales,  Juan  de,  its 

Greg,  W.  W^  ix,  17,  n.  1,  14,  n.  1, 

34,  a.  J,  no,  n.  I,  178,  n.  3,  189, 

n-  3,  377,  n.  I 
"Guardainfantej,     347 
Guevara,  Luisa  de,  £4,  n,  1 
Guevara,  Mariana  de,  184,  185 
"GuEmaa  de  Alfarache,"  154,  n. 
Guzman,  G«tioo  de,  J4 

Halllwell-Phillippi,  J.  O.,  27,  n.  i 
Hardy,  Alexandre,  99,  170 
Hartzenbusch,  J.  E.,  93,  n.  3,  94,  n., 

■  34,  n.  3,   iSo,   a.  2,  228,  □.,   277, 

n.  a,  394 
Hayvfood,  Thomav  .1  fVoman 

Killed  %mtk  Kindness ,  179,  a. 
Hazaias  (<LdJ)  del  Morgues  de  Ctf- 

»eie,  336 
MefMlowe,  Philip,  34,  n.  5,  170 
HtBalowe't  Diary,  ix,  37,  n.  i,  34, 

o.  5,  64,  MO,  n.  I,  17S,  n.  3,  189, 

o^  377,  n.  1 
Kerbiai,  Jacinta  de,  117,  164,  1 81 
llerbiaii,  Mariana  d<,  184 


Heredia,  Alamo  de,  tt6,  a.  3,  aoo, 

zi6,  231,  331,  304,  J09,  317 
Heredia,  Toma*  dc,  190,  n.  3 
Hermann  {E!)  Frandsro,  196 
Hermosa   (/.a)   Alfrtda,  177 
"Hermosura  (La)  dc  Angelica,"  333 
Herrera,  D.  Fernando  de,  49,  o.  3 
Herrera,  Jacinto  de,  tSo 
Herrera,  Maria  de,   150 
Herrera,  Martin  de,  13,  n.  j 
Herrera,  Melchor  de,   10,  D.  4 
Herrera,  D.  Rodrigo  de,  42,  n.  t 
Herrera,  D,  Rodrigo  dc,  dramatiat, 

.'77 
Hija  ILa)  del  Aire,  337 
Hi  jo  (£/)  de  Reduan,  106,  n. 
Hijo  (El)  prAdige,  10 
Hinard,  Damat,  87,  n.  i 
"Hispania  lUustrata,"  108,  n. 
History  of  Felix  and  Philomena.  tj 
History  of  Sarpedon,  77 
Horn    [L')    enamorat  y  la   Fembra 

satisfeta,  x 
Honorarium    received    by    dranna- 

tlstt,  177-178 
Henra  {La)   kurtada,  196 
Horozco,  Sebastian  de,  8,  n.,  387,  n.  2 
Horses  upon  the  stage,  79,  81 
Hate  I      de     Bourgagne,     99,     tot ; 

women  visit,  119,  n.  3;  rabble  at, 

121,  n. 
Hughes,  Margaret,  actresi,  144,  n. 
Hume,   Martin,   i&|,  o.    t,   i£8,  n^ 

338,  n.  I 
Hurtado    de    la    Camara,    Loreoao, 

I  to,  ri7,  333,  346,  z86 
Hurtado  y  Cisneroa,  D.  Juan,  33,  n.3 

fmfieriat  (La)  de  Oten,-^^,  d.  j 

Infante   (El)   de  Aragon,  334 

Inotenle  {La)  Sangre,  83 

"Imroito,"  the,  28 1 

tr  y  quedarse,  335 

Isabel    of    Bourbon,    first    wife    of 

Philip  IV.,  3j7,  2jg,  d,t  her  death, 

346 
Isabel,  Princess  of  Portugal,  33 
Italian    acircsaes    in    Madrid,    143, 

HJ 
Italian  comedies  m  Spam,  31,  33; 

comedy    of    Arlosto    represented 

at  Vailadolid,  ibid. 
Italian   players  in  Spain,   30,  n.  2, 

44~45  ;  in  the  Corral  del  Principe, 

t43>    See  al«a  under  Confdenti, 

Certesi,     Ganas*a,     Gtteti,    and 

Atutio 
"Italitno*  {Los)  nuevos,"  44 


^^V                                             INDEX                                 ^^ 

^^^^^H           JAtaras^  126,  n,  2,  391-293,  298,  n. 

rious   kinds  of   hat,   279;    Cara- 

^^^^^H            Jesus  Maria,  Fray  Joic  de,  i£3 

muel   On,   379,   fl. ;    Luy»   Alfonso 

^^^^^H           Jimenea;,  Jusepe,  107 

de   Carvailo   on,   ago,   0.;    Lopei 

^^^^^^H           JimenCit  dc  ValenzueU,  Pedro,  195, 

Pindsno    00,    aSo,    n. ;    the    loot 

^^^^H 

of    Lope    de    Vega,    J8i,    n.;    the 

^^^^^H          3iih,  auto,  100 

toas  of  Agustin  de  Rojas,  iSi- 
284;    the   loai    of    Quinones    de 

^^^^^H           John  of  Austria,  Don,  164. 

^^^^^^H            Jonrs,  laigo,  99 
^^^^^^B              Jornada,  zS6  and  n. 

Benavente,   184-286;   the   loa   dr 

Eitarramnn,  198,  n^ 

^^^^^^H            "Journey  into  Spain,"  32^ 

Loaysa,  Garcia  de,  207,  n. 

^^^^^H           Jovellanof,  Melchor  de,  xi 

Loaysa,  liiigo  de,  134,  and  B,  1 

^^^^^^B           JiiMt  {La)  Espanofa.  236,  n. 

London   iheaters,    their   foundation. 

^^^^^^m           "Jurgos  de  Escarnios,"  3;i 

27,  n.  1 ;  contributed  to  the  poor 

^^^^^^H            Ju'uio  (El)  final,  330 

of  the  hospitals,  37,  n.  t;  repre- 

^^^^^^^           Juvenal  on  Spanish  dancers,  6S,  n.  3 

sentations  in  ion^yarda  till    i$76. 

3S,    n.    I,    3a;    the    Thratrt,   the 

^^^H                   Labrador  (El)  venturoio,  214,  21  j 

Curlain.  the  Rosf,  34,  n.   5 ;  the 

^^^1                      Lamarca,  Luis,  x-xiii,  117,  □.,  193, 

Globe,  34,  n.  5,   36;    Blackfrian, 

^H 

ibid.;  Malone  on,  43,  n.  t;  music 

^^^1                    Lanini,   Pedro   Francisco,   70,   n.   ], 

in,  63,  n.  3,  64;  gallanta  on  the 

■^                         :26,  n.,  ^90,  n.  I 

stage,  64  and  D-  4,  6s;  Wallace 

^f^                    Lara,  Salvador,  65 

on,    ihld.;    at    Blaeifrien,    the 

^t                         Laura  fiertft^uiiia.  27S,  n. 

Cockpit,   Salifhury    Court,    ibid.: 

^^^B                      "Laurel  de  Apolo,"  241,  tl. 

the  "jig,"  70,  n-  i:  iraveraes,  S4; 

^^^1                    Laearilh,  198 

the  price  of  admission,  114,  n.  i; 

^^M                  Iral  (El)  C.Ttado,  277 

women  visit,   119,  o.  t;  playi  on 

^^H                   Lcc,  Sydney,  38,  139 

Sunday      forbidden,       ijj,      n.; 

^^^1                    Ltgo  (El)   dtl  Carmen,  196 

French  women  on  the  stage,  15^ 

^^^H                    Lemoa,  Conde  de,  71,  n.  4,  114 

and  n. ;  women  appear  on  stage, 

^^^H                    Jxon,  musician,  63 

139-140;    only    two    theaters    in 

^^^H                     Leon,  Cristobal  de,   157,  201,  123 

London,    144,    D.    2 ;    actors    take 

^^^H                   Leon,  Melchor  de,  107,  214,  21$ 

several    parts,    146;    literary  pi- 

^^^1                   Leon    Marchante,    D.    Manuel    de, 

rates,  176,  n,;   sums  received  by 

^^H                        295  and  n.  3,  311 

dramatists,    178-180;    salaries  «f 

^^^H                   Leon  Pinelo,  A.,  69,  n.  2,  2z6,  n.  i. 

actors,    iSS    and    tt.    3;    Loodae 

^^1                        HI,  n- 

visited    by    a    Spanish    company, 

^^^H                    LeoDi,  Leon,  of  Arezzo,  22 

139.   D,    1,    340 

^^H                   Lerms,  Duke  of,  loi,  n.  3,  ic»,  an, 

Lopez,  Adrian,  137                                     i 

^^^1                            I 

Lopez,  Francises,  to                        J 

^^H                   Liar's  Walk,  271,  n.  2 

Lopez,  Francisco,  333                     ^^H 

^^^H                    Lihfrtad  (La)  dr  Eipanit  par  B*r- 

Lopez,  Maria,  i%%                            T^l 

^^^H                        nardo  del  Carpia.  49 

I^pez,  Simon,  226,  n.  1,  aSj,  a.  i 

^^^H                    Liberlad  (La)  df  Roma  por  Mucio 

Lopez,  Vicenta,  190 

^^^1                        Se/iiota,  49 

Lopez  de  Ayala,  Pcro,  50  and  0. 

^H                   "Licenciado  {El)  vidriera,"  iKo 

Lopez  de  Enciso,  Bartolom#(  ?).  J»o 

^^^1                    Licensinf;  of  comedias,  277 

Lopex  de   Sustacte,    Luis,    12»,  157. 

^^^1                     Limos,  Juan,  141 

102,   3»3.  34* 

^^^1                     Linares,  Pedro  de,  133 

Lopez    de   Sustaya,    Jeroninm,   19A 

^^^H                   Lisbon  visited  by  players  from 

214 

^^^H                         Madrid,   194 

Lopez  de  Yanguas,  Hemao,  7,  a.  f 

^^^1                    Literary  pirates,  175-176 

Lopez     Pinciano,     Alonso,    on    il" 

^^^1                    LUgar  en  Ofaiion,  105,  n.  3 

Zarabanda,  71,  n.   i ;  on  itagiflf 

^^H                    Llorcnte,    Pedro,    $2,    53,    1B4,    2i£, 

plays,  81,  n.  4;  on  the  loa.  Jift 

^H 

n.;  on  Spanish  comediat,  JJ3-)H 

^^^H                   Lo  ifue  putde  la  Tratnon,  iji 

Lotheissen,  F^  139,  n.  i 

^^^H                    Le  que  ion  Mugtret,  123,  n. 

Lotti,  Cosme,  141  and  n^  343 

^^B                   Loas,    179-286;    the    "Loa    de    la 

Louis  XIV.,  170,  0, 

^^^                       Coinedia"  of  Rojai,  jg-Si;  ya- 

Ludena,  Femaodo  de,  iBo                  ■ 
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Lulli,  Jean  Baptiste,  14^1,  n.  i 
Lun>,  D.  Atvaro  de,  3S7  and  n.  i 
Luna  (La)  Africaua,  180 
Luxan,  Micacta  dc,  iM 
Luxaa  dr  Saysvcdra,  Mateo,  154,  n, 

Mabb«,  Jimet,  lai,  n.  3,  119,  n.  i 
Mac-Carthy,  D.  F<,  242,  n.  i 
MaccoU,  N^  73,  n.,   ifo,  n.  I,   173, 

D,   I 

MacKinery  on  the  ttage ;  see  under 

Madrid  «  a  theatrical  crnter,  %; 

the    eorralfi   of    Madrid,   36- ]S. 

See  a]««  under  Carrales 
Madrid,  Francisco  de,  13 
Marttro    (£/)    rfif   Danicar    (Lope), 

66,  n.  4;  de  Calderon,  74,  n.  a 
Magdahna  {La),  J19 
MaTaguilla,  Juan  de,  31] 
Maiara,  Juan  dc,  24 
Mehatadot  [Lot)  de  Faiencia,  119, 

p.  I 
Malherbe,  Frin^oia,  340,  n. 
Ma  lone,  Edward,  43,  n.  i,  €2,  a.  z, 

<4,  III,  D-  ?,  114,  n.  I,  if9,  n.  I. 

t34T  0-  3i  "J9,  n-  ».  '40,  n.,  176,  n, 

178,  179-180,   r88,  n.  j 
Maluenda,  Jadnto  de,  xii,  350,  n.  3 
ManganiHa  {La)  dt  Mitilla,  94,  n. 
"Manaiona"   on   the   French    stage, 

lOQ 

Mantziut,  Karl,  45,  n.  i,   137,  i]8, 

IJ9,  n.  I,  140 
Manuel  de  Castilla,  Pedro,  187,  190, 

n,  3,  333 
Maozanoa,  theatrical  manager,!  j4,a. 
M3<]ueda,  Duke  of,  2J9 
Maramilas  {Lat)  de  Babihnia,  177 
Margarita     of     Austria,     wife     of 

Philip    III.,   ztt;    plays   acted   in 

presence  of,  330*331 ;   death  cf, 

rao,  a  so 
Maria  Manurta,  193 
Maria  Tercia,   daughter  of  Philip 

IV.,  170,  n- 
Mariana,  wife  ol  Lope  de  Rueda, 

II,  13,  141 
Mariana,    Juan    de,    on    the   Zaro' 

bdttida,  71,  n.  4,  144;  opposes  the 

theater,  363-363,  364,  n.;  "Contra 

to*    Jiiegoi    publicoi,"    293-394, 

397.  n-  I 
Mariana  of  Auatria,  ij6,  ifo,  351 
Mahdo  (£/)  df  ju  Hermaaa,  335 
Marigraviela    (Marta   GabrieEa), 

*1.  »47 

Xttrutal  (El)  dt  Biron,  iH 


Marmol  (El)  de  Felt  tarda,  84,  n.  i 
Marques  de  la  Fueniama  del  Valle, 

233 
Mar^ueta    (La)    Saiittta,   llamada 

Gritetda,  it,  n.  i 

Marscon'i  Sophnnitba,  64;  Antanio 

and  Mrltida,  146 
Marti  y  Mons6,  *  Eatudios,"  296,  n.  i 
Martial  on  Spanish  danccr»,  6G,  n.  3 
Martinazos,  theatrical  manager,  tit 
Martinelli,  Angela,  4j  and  n.  ],  46, 

143 
Martinelli,  Drutiano,  44  and  □.   1, 

45       ,, 
Martinelli,  Triatano,  45,  n.  j 
Martinez,  Frjincjaco,  musician,  63 
Martinez,  Juan,  64,  a.  t,  177;  autor 

de  comfdias,  223 
Martinez  de  Asensio,  Pedro,  1:35 
Martir  (El)   de  Madrid  (Mescua), 

2}J 

Martirei  (Lqi)  del  Japon,  134,  n.  i, 
19s 

Mas  (La)   tonttante  Muger,  123,  n. 
MaM   (El)   impropia  i'etdugo,  12], 

*3+  .    . 

Ma$   (La)   iiifuila  Frngatiss,   iij, 

Mat  mtrtct  ifuien  maj  ame,  sjj 
M3sc<5,  Dominf^o,  x 
Massinger,  Philip,  38 
Matadora  (La),  dance,  70,  n,  3 
Mayor  (El)  Eneanta  Amor,  142 
Medina  de  las  Torrea,  Duke  of, 

343.  «■ 
MedJnaceli,  Duke  of,  ti 
Mejor  {El)  Hueified  de  Eipaha,  jao 
Me}ar  (El)  Maestro  el  Titmpo, 

tos,  n.  3 
Mejor  (El)  Repretentante,  Sam 

Ginei,  iSi 
Memorial  of  Philip   IL  cottcemln^ 

the  theaters,  30S-310 
"Memorilla,"  17J 
Mendez  de  Carrion.  D.  Luis,  x}^ 
Mendoza,  Fr.  Alonso  de,  144 
Mendoia,  D.  Antonio  dt,  235,  240 
Mendoia,  Francisco  de,  147 
Men^ndez  y  Pelayo,  M>,  i),  n.  3,  14 

and    n.    I,    IS,    19,   n.    3,    171,    n., 

3*9,  n.,  297,  n. 
Mentidcro  de  loi  Representamea, 

271,  n.  3 
Mercadfr  (El)  Amante,  8},  n.  I 
Merim^e,  E.,  293,  n.  2 
Meacua,  Mira  de,  61,  iSOv  i8ti,  226, 

n-  f.  1*3,  34t 
Meteif  (El)  del  Alma,  jiot  n. 


^^^^^^^             INDEX                                   ^M 

Mcsonero  Roto^hos,  R.  de,  139,  b 

1.  I, 

Morisco,  his  account  of  a  play.  S*^] 

272,  n. 

MoiqueUroi,  30,  113;  fee  they  paid,      1 

"Migaxa*    del    Ingetiio,"    70,    n 

3. 

117,  fi8,  119,  i3o; 'are  the  judges 

136,  n.,  XJ2,  n.,  290.  n-  1 

ai    plays,    tzt;    generally    paid. 

Milagra  (El)  por  les  Cetot,  186 

126,  n.,  27S 

Miiagross  {La)  Elecdon  de  Pio 

*'., 

Motteville,  Madame  de,  329 

236 

Much  Alio  about  Nothing,  74,  n.  2        ' 

Milan,  Da  Ltonor  de,  49,  It.  3 

Mudarra,  Francisco,  223 

MJnsheu'a  "Spanish  Dictionary," 6 j, 

Mufrte    [Ls\    de    Ay  ax    Tetamon     ' 

n.  I,  loS,  n,,  i39,  n.  i 

tobre  las  Armas  de  Aquiles,  49 

MliUrioi  (Lot)  de  la  Mha.  320 

Muerte  {La)  dei  Rty  don  Santh*  f 

"Modern  Language  Notes,"  iijo, 

n,  I 

Relo    de    Zamera    por    D.    Difg»     , 

"Modern   Language   Review,*' 

m. 

Ordonez,  49 

n.  I 

Muertos  {Lot)  vivos,  S7j 

Mufstra  \La)  de  lot  Carroi,  290,  0. 

Munday,  Anthony,  178,  n.  j 

Moeller,  Frau^  actress,   141 

"Mogiganga  (La)  del  Gusto," 

295, 

Mogigangas,  ajis-ajfi 

Muftis,  Juan  Bautista,  107 

Munoz,  Ana,  gi 

Moland,    "Moliere   el    la    Comidie 

Munoz,  Francisco,  116,  n.  $ 

italienne,"  46,  n,  3 

Music   in   the   cttfrairt,   63-&1,   67, 

Moli^re,  musicians  in  his  troupe 

62, 

131;  music  on  the  English  ttagre. 

n.  2 ;  Lrs  FickfHX,  65,  n,   i ; 

La 

64 ;  musicians  in  the  French  thea- 

Coqutile  ou  if  Fa^'ort,  65,   n 

I ; 

ters,  62,  n.  a,  278-279 

Performed   at  tennis  courts,   loi ; 

Muzio,  Italian  player  in  Spain,  11, 

lis  company  in   i£s$,   14$,  n 

•   3. 

29,  n.  1 

170  and  n,   i ;   refused  buria 

by 

the  church,  256 

Nabarro,  Pedro,  actor  and  pJajr- 

Molina,  Luis  dc,  141 

wright,  t8,  n.  i,  «z  aad  0. 

Molina,  Miguel  de,  £0 

Naples,  comedias  in,  3j 

Molina,  Tirso  de,  ix,   Si,  n.  i. 

«4, 

Kasarre,  Bias,  16,  n.  1                   ^^M 

a.  z,  Sj,  n.  1,  90,  226,  □.  I, 

266, 

Naufragio  {El)  de  Jonas,  joi    ^^H 

n.  a,  2S6,  n.  1,  341 

Navalcarmeio    [Naval  jt  dtigmlf^ 

Monreal,  Julio,   66,   n.  4,   74,   n 

■    3| 

to  and  D.  3 

140,  n.  4,  311,  n.  3 

Navarro  Oliver,  Juati,  139,  0.  i,  341 

■           1 

Monscrrate,  Diego  de,  150 

Nave  (El)  del  Mercader,  jti,  b.  5 

Montalvan,  Juan  P^rez  dc,  121, 

17*. 

Naxera,  Andres  de,   195 

n.  a,   176,  n.,   1S6,  azfi,  ti.   i, 

265, 

Nichols,    "Prograss    of    James    U" 

n.  2,  341 

331.  n. 

Montanesa   [La},  307 

Nicolas,  Catalina  de,  157 

MontemayoT,  Scbasttaa  de,  106, 

"+». 

Nicomede,  ol  Coraeille,  145,  n.  j 

n.  I 

Ninez  (I.n)Je  Crista.  177.  a,  JO?,  n. 

Montesinos,  Maria  df,  147 

Nino  (El)  del  Senado.  2^6 

Montiel,  Pedro  de,  12 

No  A  mar  la  mayor  Fineia,  199 

MonzoQ,  Cortes  of,  xii 

No  hay  Dicka  m  Detdieha  kati*  It 

Monion,  Luii  de,  149,  204 

Muerte.  \%(> 

Morales^  author  of  Et  Candt  1 

oeo, 

Nothe  [La)  de  San  Juan.  340 

79.  n-  I 

"Norte  de  la  Poesia  Espanola,"*  Vi- 

Morales,  Maria  de,  1B4 

lencia,  1616,  73,  n^  gj 

Morales,  Mariana  de,  30S 

NunrA  mufho  ratio  peto,  199 

Morales,  Segundo  de,  223 

Nunez,  Esteban,  34S 

Morales  Medrano,  Juan  de,  loS 

,  n., 

Nunez,  Gabriel,  131,  15*,  x>$,  lis 

account  of,  162-163,  '92,  196, 

zoo, 

"Saqup,"  the,  151 

314,  31  s.  221,  231,  317,  323 

Morcl-Fatio,  A,,  80,  274 

Obedienda  {La)  iaartd»,  91,  n- 1 

Moreto,  Agustin,  122,  123,  226, 

1.  1, 

"Obispillo,  El."  117 

14' 

Ohras  ton  A  mores,  %\ 

Morf,  Hi,  ass,  D' 

Ocasion  {La)  perdida.  ^$,  ^^tki 

Merka  {La)  garriJa,  149,  15^ 

■ 

OfenJer  can  las  finrmat.  S4$ 

INDEX 
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Olivlrn,  Count-Duke  of,  239,  140, 

241,  n. 
Qlivarci,  Counles*  of,  239,  341 
Olivarei,  Maria  de,  1S6 
Olivera,  Casa  dc  la  ( isS4-i6ii),  xii 
OlivcrJi,    Teatro    dc    U,    xn,    itiii; 

ptice   of   >dmIs«'iott   to,    117,   n. ; 

re  present  a  tiona  in,  278,  n.  z 
Olmedo,  AIddso  de,  account  of,  161- 

162,  22J,  234,  J92,  294 

Olmedo,  Jeronima  de,  ij^,  n.  t,  340 
Opposition  to  the  theacei,  107  If. 
Ordisb,  T,  F^  34,  n.  5 
Organat    [Ln),   entrrmes,  390^   ti., 

a9S,  n.  a 
Oniiiby,  John,  311 
Ornero,  Jeronima  de,  t63 
Ortegon,  Pedro  de,  126,  n.  3 
Ortiz,  Ana,  %^% 

Ortiz,  Francisco,  actor,  tSj,  23] 
Oniz,  Francisco,  author,  35S 
Ortiz,  Santiago,  425,  n-  J 
Ortiz  de  Guzman,  U.  Juan,  4B,  n.  ] 
Ortiz  de  VilUzan,  Cristobal,  $7^  n,  i, 

*!.  tW.  225,  333.  n-  I,  3S» 
Ortiz  de  Zuniga,  AttaUt  de  Stvilla, 

n 

Ovorio,    Diego,    187,    197,    202,    244, 

n.  2,  jig 
Osorio,  Eugenia,  107 
OMrio,  Franciico,  31,  193 
Oaorio,  Magdalcna,  no 
Otorio,  Rodrigo,  no,  191 
Ofttoi,  Juao  de,  ija 
Oineiio,  Cosme  de,  133,  rji 


Pacheco,  D.  Juan,  272 

Pin  de  Sacomayor,  Pedro,  143,  143, 

Paniagua,  Alonso  de,  214 
Paatoja,  "Sobre  Comediu,"  336,  n. 
Parfftdo  (fV)  tn  la  Cdrlt,  taj,  n. 
PariM  and  Vifrtna,  76 
"Farriculare*."    See  Privalr  rtprt- 

tfniatiotts 
Pantrana,  juan  de,  68,  n.  3 
Pax,  Alofiao  de  la,  1^97 
Paz,  Gregorio  de,  211  and  O.  I 
Pum  {La)  univfrtat,  auto  {El  Lirio 

f  la  Atuftita),  303 
Pa»  f  Mclia,  A,  134,  n.  t,  150,  n,  3, 

til,  a,  171,  n,,  tSov  n.  j,  3}4-2]6, 

zyi,  0.  3 
Pedtaia,  Juan  de,  *,  7,  n.  I 
Pedraaa,  "Hiatoria  eccleiiastica  de 

Grsnada,"  191,  n. 

tPtdr*  dt  Urd'rmalaj,  95,  n.  1 
Prilker,  Caiituo,  ij,  zi,  n.  2,  26, 


27,  28,  29,  JO,  3a,  n.  3»  S4.  36,  n.  1, 

40,  4h  *3,  n.  I.  4Ji  S4.  "■  J. 
70,  72,  o^  74,  113,  135,  137,  n.  I, 
143,  202,  Mj,  n.  J,  104,  zoj,  212, 
313,  324,  229,  240,  242,  n.  t, 
343.  n.,  346,  n.  3  and  3,  247,  n.  2, 
24S,  3jo,  n.  T,  251,  n.  I,  264,  n,, 
391.  330,  n. 

Pellicer,  Juan  Antonio,  6Z,  n.  j,  70, 
n.  3,  22$  and  n.  2 

Penafosa,  Juan  de,  199,  223 

Pcraha,  Catalina  de,  iS; 

I'irdtda  {La)  dt  Ei/>ana,  234 

Pirdida  \La)  del  Key  D.  Sfhattian, 
33s   , 

Perfgnn»  (El),  auto,  jn 

"Peregrine  (El)  en  su  Patria,"  87, 
i74-t7S,  311,  n.  3 

Perez,  Dr.  Antonio,  209,  n. 

Prrez,  Cosme,  187,  26S 

Perez,  Fernando,  147 

Perez  de  Guzman,  D.  Alvsr,  50 

Perez  Pastor,  Cristobal,  lo,  n.  4,  28, 
n.  2,  JO,  n.  2,  31,  32,  n.  i,  33,  n.  s, 
34,  n.  t  and  2,  35,  n.  i  and  2,  36, 
n.  2,  37.  i>.  2,  44,  n.  3,  4(1,  54,  n.  t, 
63,  n.  I,  64,  n.  I,  67.  68,  d.  2,  74, 
7 J,  toi,  n.  3,  T07,  iqS,  109,  110, 
113,  ti6,  o.,  129,  n.  2,  132, 
133,  n-  >»  '3+,  n-  3,  «3i,  »4«,  •+*, 
14S1  n.  a.  I47-H9i  ISO.  "•  H  >SS. 
tj6,  162,  163,  n.  3,  16;,  n.,  171, 
177,  n.,  178,  183-188,  190,  192, 
19J-19*,  197.  198,  199,  300,  301- 
3o;,  2o3,  209,  n^  211,  n.,  215,  224, 
339,  n.  3,  230,  n^  231,  2|7,  n.,  241, 
n.  I,  243,  n,  344,  n.,  345,  n,,  347. 
248,  358,  259,  2*7,  n.,  2901,  n.  3. 
*95,  298,  n.  2  and  3,  30a -joj,  jo*, 
307-joS,  n.,  309,  jiq,  jii,  313, 
317.  3i8,  3«9,  331 

Performance,  amount  paid  for,  194- 
197;  receipts  of,  302-20$.  See 
alio  under  Rffretentaiions 

Periban^K  y  ft  Comendador  d* 
Oeana,  91,  n.  1 

Pernia,  Pedro  de,  172  and  n. 

Pttra  {La)  Mora,  dance,  70,  p.  3, 
73,  n.  3,  74 

Pi  tame  (El),  dance,  73,  n.  3 

Petition  of  1 645 -47  to  reopen  the 
forralet,  349 

Philip  the  Second,  33,  330 

Philip  the  Third,  fond  oF  dancing, 
Afi;  erects  a  (heater  in  the  Caiai 
del  Teaoro,  tii,  3)o;  permits 
comedia)  to  be  represented,  2ti; 
betrothed,  ibid,;  autaj  Tepretentcd 
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before,  ajx  ;  in  the  Escurial,  309; 
death  of,  54,  129 

Philip  the  Fourth,  fondaeii  for 
dancing,  6%,  n.  z;  builds  a  thea- 
ter, III,  n.  I,  156,  164;  intefferes 
with  representations  at  the  thea- 
ters, 197-198,  343;  accession  to 
the  throne,  131;  patron  of  art 
»nd  the  drama,  232;  appears  on 
the  stage,  232-13};  neglect*  the 
greatest  poets,  zjz,  ».,  337;  lar^e 
sums  expended  for  entertain- 
meots,  J4J,  n, ;  visits  the  eo- 
rralet  iiicognito,  344,  2^9,  273 ; 
death  of,  350 

Philiyda  and  Choryn,  78 

"Philosophia  Antjgua'  of  Lopez 
Piociano,  71,  n.  j;  on  staging 
plays,  Si,  n.  4;  on  the  loa,  280, 
n. ;  on  audiences,   333-334 

Pineda,  Fr.  Juan  de,  143,  n.  3, 

Pinedo,  Baltasar.  toa,  107,   109,  n., 

131,  203,  214,  2i5»  J04- 
Flnrida  y  Firtoriano,  256,  n.  2 
Playhills.     See  Potters 
Pohrrxa  no  es  Fiifsa,  96,  n. 
P^hrff-ai   (Laj)   df  Reynaldot,  S4, 

ft.  I,  136 
Pedtr  (El)   en  el  Dhcrefo,  165,  n. 
Poderoia  ft  la   Ocaiion,  334 
Pope,   A.,   couplet   on    Shakespeare, 

J9 
Forres,  Caspar  de,  So,  108  and  n., 

131,  170-17 J.  "Sa,  1B3,  192,  193, 

196,  300,  214,  Z15,  231,  290,  n,  2, 

299,  300,  301  and  n.,  309,  3x7 
Posters,    tlieatrical,    ua,    liJ-134; 

in  England,  134,  n.  3 
Poyo,  Salucio  or  Salustio  del,   174, 

196,  278,  n-  2,  308 
Prada,    Antnoio    de,    60,    162,    197, 

323-  ^3.  3"ii  J18 
Prado,   Sebastian   de,    170,  n,,   349, 

n.  2,  340 
Pragmatica  de  Carlos  V.,  19  and  n^ 

30,   3S 

Ptfmso   (El)  df  la  Hermothra,  13) 
Primer   (Ei)  Faxardo,  St 
Prfndpt   {El)  ignorantf,  ajj 
Prlntipe  (El)   ptrfeeto,  176 
Private   representations  =  particula- 
ret,    101  ;    before   the   King,   329, 
230-246;  in   1622,  233-237 
Propaladia,  editions  of,  15 
pTOtpera  Fortnna   {ha)  de  Rut  Lo~ 

Pex  dr  A<valaf,  ]9& 
Prueba{La)de  les  Amigos,  90sn.  3 


Pruebas  {Lai)  de  ia  Lealtad,  3|6 
Psiquis  y  Cupido,  243,  n. 
Pucelle  (La)  d'OrUani,  101 
Puff>te{La)de  Mantible,  1I6,  397,  n. 
Puente  (La)  del  Mundo,  397,  n. 
Purpura  {La)  de  la  Rota,  241,  &. 

"Quarterly  Review,  The,"  91,  d.  t 

Quevedo,  D.  Francisco  de,  172,  n., 
378,  n.  I,  340,  297,  n.  I 

Quien  haliard  Mugrr  faerie,  jii 

Qttlen  mas  mienle  medra  mat,  240 

Quien  no  ir  averttura.  33s 

Quinatilt,  Philippe,  241,  a- 

Quinta  (La)  de  Flortncia,  t%,  R-, 
91,  n.  I,  93,  n.  3 

Quinoncs,  Luis  de,  musician,  63, 1&4 

Quinones,  Maria  de,  187 

Quinonea  de  Benaveote,  Luit,  118, 
n.  I  and  2,  119,  n.  2,  120,  127,  n, 
173,  n.  I,  190,  379,  384.-3U,  2SI, 
289,  290,  291,  292,  298,  o.  4 

QuiroB,  BartoJotne  Lopez  de,  193, 
193 

Rafaela   Angela,  wife   of   Lope  de 

Ruedn,  11,  r2 
Ramirez,  Cristobal,  3i6 
Ramirez,  Miguel,  t$t,  165,  i|],2i4, 

299 
Ramos,  Antonio,  xi6 
Rasi,  "I  Comici  Italiaoi,"  45,  n.  3. 

140,  n.  3,  269,  n.  3 
Real,  the  value  of,  108,  n. 
Receipts    of    a    theatrical    p^rfoTn- 

a  nee,  2<sz-2.a^ 
Registre  de  La  Grange,  63,  n.  1,  i^ 

n,  I,  i4£,  n.,  170,  n-  i 
Rfina   (La)  D"  Jttana  tU  N*p*lti. 

RemOBo,  Luiia  de,  147 
Rcmirez  de  Afetlano,  Luit,  175 
Rennert,  H.  A,,  "Life  of  Lopc 
Vega,"  38,  n.  1,  el  paitim;  ~ 
Staging  of  Lope'i  Conjediai,"  40, 
n.  3,  84,  n.  2,  ei  pattim;  *'N«f» 
on  the  Chronology  ed  the  Spaauk 
Drama,"  337,  n. 
Repreicntations  in  the  eomtlet.-mhm 
permirtedit 30-133;  ftirralesflotti 
from  Ash  Wednesday  till  Easter, 
131;  no  performances  Ml  Sat- 
urday, jji  (see  Appeoctix  A); 
always  given  on  Sunday,  ijs: 
public  representations,  tfMi  op- 
position of  the  clergy  Hv  Hi' 
i4j;  sums  paid  for  a  repn- 
aentatioD,  194-197 ;  reorifta  of  • 
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rrpTcicntacion,  202-205;  gratu- 
iioua  reprcietitations,  277;  when 
representations  took  place,  278; 
iccdunt  of  a  fepresrntaiian,  278 
0.;  deKripiions  of  eye-wknesKS, 
33a  S.    Sec  also  under  Comedi^t 

R«trori,  AntDoio,  70,  )6g 

"Revista  de  Archivos,"  10%,  n^  249, 
o.  I 

"Revue  Hispanique/'  iS,  n.  t,  40, 
n.  2,  84,  n.  2,  328,  n-  2 

Rfy  {El)  Angd  {El  Ref  Angel  de 
Siniia).  234 

Rey  {El)  Bamba,  S3,  n.,  91,  n. 

Reyet,  Baltaiara  de  loa,  i8|,  279,  n. 

Reyei,  Cispar  de  tos,  t^j,  ai4 

Reyef,  Muriitna  de  los,  187 

Rejf-nolds,  G.  F.,  76,  n. 

Ribadencira,  Pedro  de,  260-261 

Richier,  Frau,  actress,  141 

Riga),  E^  too^  115,  n^  1 1:9,  n.  i  and  ], 
121  and  n.,  139,  277,  n.  i,  340,  n. 

Rio*,  Nicola)  de  loa,  loi,  u.  3,  14s, 

»i"-  i$4i  *«1.  «30i  *S9.  »9o.  "•  *. 

.299 
Riquelmc:,   Alonao,    63 ;    imprisocied 

for  debt,   no,  J5S,   156,   172,  184, 

192,  194,  200,  214,  216,  "I,  a3", 

!»J 
Riquclme,  Jacinto,  109 
Riquelme,  Maria  de,   163  and  a.  3, 

269  and  n.  2 
Rtvai,  Juan  dc,  32,  33 
RobTea,  Bartolom^  de,  185,  301,  n, 
Roblci,  Luina  dr,  161-162 
Rix-a  Paula,  actress,  14*1 
Rodamoatf  Aragonit,  234 
Rodriguex,  Alonso,   of   Seville,    31, 

3  E      4a 

Rodriguex,  Alonsa,  "El  Toledaoo," 

10,  D.  4,  32 
Rodriguez,  Isabel,  190 
Rodriguez,  Fr.  Manuel,  aj7 
Rodrij^cz,  Mariana,  150 
Rodriguez,  Pedro,  19;,  214 
Rodriguez  Marin,  Franclico,  71, 

n,   I 
Rodriguez  Ttrado,  Jos^,  68,  n.  a 
Rodriguez  Villa,  A.,  273,  n.  i  and  3 
Rejat,  Diego  de,  195,  214 
Rojai,  Frandico  de,  t22,  123,  226, 

n.  I,  241,  n.,  376,  n.  2,  341 
Rojat,  Tonus  dr,  186 
Rojaa  Vtllandratido,  Aguitio  de,  3  ; 
his  "Lo3  en  Alabanza  de  la 
Comedia,"  3,  13,  is,  !2,  n.  2,  6z, 
71-81,  132,  D.  2,  It),  ft.  6,  i4«, 
a.  4,   144,  2B>;  bJt  tile,   ijo;  the 


"Viage  entretenido,"  description 
of  ihc  various  companies  of  play- 
ers, [  50-1  $4;  his  El  natural  des- 
Jichado,  150,  n,  2,  139-160,  165; 
anecdotea  related  by,  465-169, 
1 32,  tSj,  1 89;  his  Loat,  279,  281- 
284 
"Romancero  General"  <i<o*),  167, 

394,  n.  1 
Romero  (La)  dt  Santiago,  2]ti 
Romero,   Bartplome,    107,    155,    186, 
194,   201,  123,  241,  n.,  39'.  291, 

Romero,  Martaoa,  372,  n, 

Robcagli,  Silvia    ("la   Frances- 
quLna"),  46,  143  and  n.  3 

Ropiitt,  168 

Rosa,  Pedro  de  la,  107,  109,  156, 
«S7.  170.  n-.  I'?.  194.  196,  201, 
22  3,  243,  244,  n-  2,  296,  n.  I,  340 

Roiario  {El),  of  Pedro  Diaz,  79,  80 

Rosetl,  Cayetano,  See  Quinanes  de 
BenavfHte 

Rosenberg,  M.,  88,  |]. 

Rosete,  D.  Pedro,  276,  n.  2 

Rouanet,  L.,  7,  n.  3,  10,  n.  3,  6;,  d.  i, 
387,  n.  2,  290,  n.,  394,  o.  4,  39s, 
n.  },  j+o,  n.  4 

Rueda,  Antonio  de,  64,  65,  131,  T57, 
187,  188,  19a,  n.  2,  194,  201,  223, 
285,  294 

Rueda,  Lope  de,  3,  9-13;  earliest 
aulor  de  comediat,  9;  represents 
in  Benavente,  10;  at  Seville,  10; 
marrtei  Mariana,  a  Vulrncian 
noman,  11;  her  iiuit  against  the 
Duke  of  Medinaceli,  11;  Rafaela 
Anxcla,  wife  of  Ruedn,  and  their 
daughter  Juana  Luisa,  ir;  his 
company,  12 ;  died  at  Cordoba, 
13;  his  historical  importance,  1^; 
Cervantcs's  account  of  him,  16- 
18,  30,  34.  3S,  29,  63,  i4t,  170; 
"inlroitos,"  281,  2B7,  288,  n.  i 

RueJa  {La)  de  la  Fartuna,  33} 

Ruffianism  In  the  theaters,  123-130 

Rufian  {El}  dithoto,  94 

Rufo,  Juan,  18,  n.  3^  30 

Ruix,  Miguel,  185 

Rye,  W.  B.,  331,  n. 

Sitsvcdra,  Rodrigo  de,  199 

Saea    {El)    dt  Roma  y  MutrU   dt 

Borhon,  49 
Sacra  {El)  Parnato,  }ii 
Smnetet,  393-295 
Saladina  {El),  37S,  n.  a 
Salazar  de  Mendoza,  D.  Pedro,  50 
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Salccdo,  Franciico,  31,  3a,  33,  n.  s, 


ale 


Salccdo,  Lucia  de,  1I4 
SalctdOj  Mateo  dt,  47,  n.  a 
Saldana,  Pedro  dc,  30,  n.  a,  ]3,  35, 

fli  4Si  131 
Salinas,  Pedro  Garcia  dc,  iS; 
Salomons,  Angela,  Italian  dctreis, 

46,  143 
Siin  Antonto,  of  Alonio  Diaz,  74,  So 
£an  Bruno,  335 
San  Carias,  171,  n. 
San  Cristobal,  128 
San  HfrmenegilAo,  33,  34 
i^tin   JsidrB,   Labrador    de   Madrid, 

9S>  n.  4 
5a«  Onofrt,  S  el  Key  de  lot  Dt- 

sifTtot,  54 
San  Rrymundo,  190 
Sancha,  D.  Justo  dc,  313,  n. 
SanchcT,  Jcronimo,  223 
Sanchez,   Miguel,   "El   Dlvino,"  79, 

r.  I,  81 
Sanchcz-Arjtma,  J.,  4-9,  11,  13,  ^4, 

29,   n.   I,  32,   n.  2,  47,  48-61,  63, 

£3,   66,  67,   6S,   71,   80,   109,    iij- 

Itd,   1x5,   126,  127,   ilS,  129,   t3C), 

>31i  >34*  n-  3i  >SO.  °-  •>  »6>.  '*+. 
165,  n.,  170,  D-,  193,  303-205,  336, 
n.,  339,  a.  3,  246,  n.  5,  248  and 
O.  a,  293,  D.  2,  295,  n.  2,  3C4,  n.  2, 
30s,  n.  I,  J06,  joS,  n.,  30J,  310, 
J13,  31J,  331 
Sanchez  B^quero,  Pedro,  1S7 
Sanchez  de  Vargai,  Heftian,  s7.  «-, 
64,  n.  I,  loB,  156,  IS7,  171,  177, 
18s.   iSfi,  1E7,  igj,   19s.  19*.   "99» 

30(,  216,  221,  229,  J04 

Saticho  Rayon,  D.  Josj,  233 
Sandoval,  "Historia  de  Cartoi  \%" 

33,  n.  I 
Santa  Catahna,  auto,  noa 
Santa  Maria  Egipdata,  197,  afij, 

n.  3,  320  _ 
Santa  Maria  Magdalena,  2jo 
Santoyo,  Antonio  de,  139,  n.  a 
Sarmicnto,  Pablo,  165,  a. 
Scenery.    See  Staging 
Schack,  Adolf  Fried  rich  von,  4,  n.  i, 
S,  n.  1, 16,  D.  I,  19,  3]  and  n,,  36,  28, 
13.  41-41.  78,  81,  81,  8s,  U,  88,  90^, 
104,  145,  n-  2,  t5i(  n,  ao7,  n,  ais, 
n.  2,  331,  D.,  236,  n.  I,  33S,  n.,  330, 
433.  *4i.  n^  343,  n.,  250,  n.  j  and 
4,  254,  n.  t,  aa,  n,  369,  n.,  371, 
n.  a,  374,  376,  379,  D.  I,  sSo,  n.  1, 
386,  n.  3,  38S,  n.  3,  194,  n.  4,  298, 
n.  s>  Jit,  n.  3 


Scherillo,  M.,  39,  n.  t,  44,  r».  4 

Schmidt,  F.  W.  V.,  9a,  n.  3 

Schwcnng,  J.,  339,  n. 

Seats  in  the  eorratej,  t34-'ij£ 

"SegiiidiUa,"  279 

Sriva  (La)  dr  Ami>r,iii 

Sfiva  {La)  lin  A  mar.  341  xnd  n. ' 

Sftniramit  iLa\  of  Viru^s,  79,  n.  t 

Sepulveda,  Ricardo  de,  37,  n,  3,  43, 
A-  I,  233,  n.,  346,  f).  I,  17Q,  n.  I, 
272,  n. 

Serna  y  Haro,  Juan  de  la,  304 

Sfrrand  (La)  de  la  f'rra,  81 

Sfrvir  ran  mala  Eitrrlla,  106,  n. 

Sesaa,  Duke  of,  36,  172,  220 

Shakespeare,  34,  n.  5;  Henry  F., 
Romfo  and  Jaliet,  34,  n.  j,  37: 
compared  with  Lope  dc  Veg», 
36-39;  Hamlet,  VrituM  and 
Adonis,  Lucretf,  37;  TAf  Ttm- 
ptii,  jg;  Mv(h  Ado  A  tout  N»tk- 
'"Si  74i  ■>•  3 ;  anachronism*  in  hii 
plays,  105,  n. ;  proprietor  of 
wardrobe  at  Blaekfriart,i  to,  ijis, 
178 

Siete  (Lot)  I nf antes  de  Ltfrdt  49 

Si^ra,  Juan  dc,  iSa 

Simon,  Manuel,  163 

Sin  Honra  no  ay  Amistad,  134,  n. 

Sin  Secrtta  no  ay  Amor,  174,  n,  a 

Sol  (El)   parado.  Si 

Solano,  Aguitin,  141,  iji,  1^-169. 
182,   189 

Solano,  Francisco,  223 

Soils,  Antonio  dc,   124,  34],  n 

Sommi,  Leone  dc,  140  and  d. 

"Sonajas,"  67,  n.  % 

Sotomayor,  Francisco  de,  190 

Souli^,  E.,  170,  n^  189,  ti. 

Southampton,  Earl  of,  j6 

Spanish  money,  value  of,  to8.  n. 

Spectators  on  the  stage,  64,  <i};  is 
La  Mentrria.  65 ;  ipectaton  enier 
without  paying,  135-1x9;  view 
plays  from  houfciops,  tjo.  For 
English  stage,  see  under  Ltadtt 

St.  John's  eve,  343,  34] 

Stage,  the,  opposed  by  the  ebufdi, 
353-366;  defended  bychurdvBCi^ 
359-260 

Staging  of  cornedias,  76-103;  b« 
outercurtaln,  S3, 83  ;  curtain  at  rear 
of  stage,  84, 86 ;  window*,  balcMiin. 
walls,  towers,  etc,  85 ;  doors  «• 
the  stage,  S$  and  n.;  tree*  repre- 
lented  on  the  stage,  Sj  and  »: 
doors  at  back  of  stage,  I5,  a>  ); 
change    of     scene     indicaced    ^ 
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vacant  itage,  G6,  S7 ;  by  emerirg 
and  leaving  by  a  different  door, 
S8;  simultaneous  scenery,  S9 ; 
change  indicated  by  drawing  a 
curtain  aside,  90;  p'lacf;  of  action 
mentioned  in  the  dialof^e,  91 ; 
vagueness  of  localization,  91; 
iccnc  indicated  by  coslurar,  ^t, 
93;  balconiM,  93;  eorredor  of 
tbe  theater,  93;  garden  and  trees 
Of)  the  stage,  95;  painted  canvas, 
95;  imponance  of  chronology, 
96;  cbanges  in  Lope'i  long 
career,  96-9S;  machinery  and 
ihe  stage  carpenter,  ibid.;  basti- 
doTt$,  97  and  n.  2;  aparitndas 
and /ramaya^j  97-99  ;  Cervantes's 
remarka,  98;  "appearances,"  98- 
99:  construction  of  the  Spanish 
•tage,  99;  the  stage  setting  of  the 
French  theater,  99-100;  the  stage 
of  the  mysteries,  100;  Cornell Ic 
objects  to  it,  100;  complaintt  of 
d'Aubignac,  100;  the  stage  at  the 
Hotel  de  Bourgognc,  toi ;  pov- 
erty of  acenic  effects  on  the  Span- 
ish stage,  1QI-102;  private  repre- 
lentatioDH,  102-103 

Stiefel,  A.  L,,  7,  n.  1,  10,  n,  i,  11, 
n-  3,  ai,  ti-  I,  29,  n.  i 

Storif  of  Pompey,  A.,  ti 

Suarea  de  Figueroa,  Cristobal,  go, 
1x0,  n.  I,  175-176,  268,  275  and 
n.,  iSs 

Sufrir  mat  por  querrr  mat,  iSl!,  24J 

Tamayo  de  Vargas,  T-,  3a,  n.  j 

"Tamboril,"  the,  67,  n,  3 

Tapia,  Juan  de,  2if 

"Tarasca,"  the,  198 

Tardia,  Maria,  27 1,  n. 

Tejada,  Juan  de,  21  £,  220 

Theater,  decline  of,  197;  opposition 
to,  2«>7  ff.  See  utider  ComeJia 
and  Corratet 

Hieairlcal  life  in  Spain,  anecdotes 
concemitig,  1^4,  ti. 

Theatrical  pasters,   ita,   133-114 

Tliotna*.  Hubertus,  of  Liittich,  23, 
n.  t 

Ticket  icalperi,  116 

Tieknor,.  George,  9,  14,  i<i,  n.  i,  6€, 
it,  a.  a,  71,  fi.  4,  104,  117,  it«, 
1*4,  "*,  M^  241,  243,  n.,  1J2, 
o.  t,  2x6,  n.  I,  2C9,  2S7,  n.  3,  2SS, 
p.  1,  291,  n.  2,  297,  298,  n,  5 

Tiinoneda,  luati  de,  14,  n.,  aSS,  d.  i 

•Tonadilla,    293 


Torneot  {Lm)  de  ATagon,  94,  n.  t 
Torre,  Gabriel  de  la,  204,  214,  304, 

3 '7 
Torres,  Fraacisca  de,  155 
Torres   Naharro,   Bartcilom^   de.    j, 

13,  14;  his  Propettadia,  i|-i6,  19, 

n.  3,  ai,  22,  275  and  ti.;  tntroitoi, 

281,  2S6,  n.  3 
Tragedia   {La)    par   hi   Ceioi,  S4, 

n.  I 
Tragicomedia   {La)   de  hytandra  y 

Raieiia,  68,  n.  3 
"Tramoyas,"  80,  97,  98 
Tranctt  de  Amor,  23  s 
Transformanones  de  Amor,  344 
Trato  {El}  de  (a  A  idea,  190 
Traveling  of  theatrical  companies, 

154-158 
"Traverses"    of     the     Elizabethan 

theatw,  8+ 
Tres  (Lot)  maforet  Pfodigtat,  242 
Turdien,  the,  a  dance,  74,  n.  a 
Turla,  Ricardo  de   (D.  Pedro  Juan 

de    Rejaule    y    Toledo),    30,    ji, 

n.    f,   45,   n.   z;   La    Fi   pagada 

iChacona),   73,    S3,   n^    84,   n,    1 

apd  2,  94,  n.,  115,  n.;  on  comedlas, 

274,  n. 
Tutor  [El),  49 

Vrton  y  Falentin,  io<,  n. 

Vaca,  Gabriel,  19$,  214 
Vaca,  Jusepa,  26S,  307 
Vaea  de  Castro,  !>.  Pedro,  aj! 
Valcazar,  Jcronima  de,  iSj 
Valdes,  Pedro  de,  53,  rj?,  177,  184, 
194,  20t,  2i£,  221,  229,  234,  236, 

JOS 

Valdivieso,  Jo*ef  de,  311 

Valencia,  its  importance  as  a  dra- 
matic center,  x ;  origin  of  its  thea- 
ters, x-xiii;  school  of  dramatists, 
iHd.  and  191-192;  actors  from 
Madrid  visit,  193-194,  199;  re- 
opening of  theaters  in,  249 

Valenciano,  Juan  Bauiisia,  54^  165, 
n.,  186,  223,  229 

Valenciano,  Juan  Jeroiiimo,  34,  115, 
165,  n. 

VaHente  {El)  Lutidara,  234 

VaMejo,  Diego  de,  53,  6j 

Vallejo,  Jeronimo.  202 

Valtejo,  Manuel  Alvarez,  12S,  133, 
t6i,  163,  i«6,  199,  aoi,  223,  240, 

»4S       . 
Vargas,  Andres  de,  154-1 J5 
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Vargas,  Juan  de,  i«,  196 

Parana   (La)   Casiellana,  81 

Vazquez^  Antoniot?),  41 

Vazquez,  Ga9|>ar,  32,  n.  3 

Vazquez,  Juan  (El  Palla),  15s,  32| 

Vazquez,  Juana,  141 

Vazquez,  Miguel,  141 

Vazquez,  Sebastiana,  147 

Vega,  musician,  63 

Vega,  Fr.  Alonso  de,  257 

Vega,  Alonso  de  la,  Cvrntdiiij,  15, 
□.  I,  170,  n.  Z 

Vega,  AI0DS0  de  ta,  69 

Vega,  Andres  dc  la,  109,  171,  n^ 
177,  185,  187,  aoo,  n,  ^^%,  245, 
n.  2,  ]Oi,  n. 

V^ega,  Francisco  de  la,  12 

Vega,  Gabriel  Laso  dc  la,  194,  n,  i 

Vega  Carpia,  Lope  de,  ix;  his  resi- 
dence in  Valencia,  x,  3,  9,  13,  16, 
jfi.  iJi  J^i  39;  compared  with 
Shakespeare,  Ibii.;  receive*  too 
ducata  for  his  yeliacino  dorado, 
37,  n.  2;  ComeJias,  Part  IX,  38; 
Camfdias,  Part  XI,  38,  n,  1,  40, 
n.  a;  visits  the  plays  of  the  Ital- 
ians, 44,  45,  sj.  63,  66,  n.  4,  70, 
n.  3;  La  Dorotta,  74,  n.  2,  174, 
7*,  79.  a.  I,  80,  81,  8a,  83,  84; 
La  Filomena,  84,  n.  3,  87,  90,  91, 
9*.  93.  94,  95>  n.  2,  3,  4,  j;  i»ra- 
^0^0  to  Part  XI  (16.18),  96;  to 
Part  XVI  (1623),  96,  97;  Pr6- 
logo  to  Part  XIX  (1623),  98; 
Epiitaia  a  Pablo  Bonntt,  98,  n.  i ; 
Arte  nuevo  de  hacfr  Comediat, 
10$,  107;  Loai  to  Part  I,  112, 
n.  a;  on  the  "vulgo,"  117,  122, 
146,  156;  El  Casiigo  sin  f'm- 
gania,  163,  n.  j,  165,  n.,  170,  172, 
173;  Prilogo  to  Part  XVII,  174, 
n.  i;  El  Perfgrino  fn  tu  Pstrin, 
87,  174-175,  211,  n.  3;  Pr^logo  to 
Part  XJIl,  175^  on  the  stealing 
of  his  plays,  175-176;  honora- 
rium received,  177,186;  in  Valen- 
cia, i9i»^i92,  196,  t99,  an;  letter 
of  October  6,  161 1,  220,  226,  229, 
132,  n,,  233;^  I'fga  dfl  Parnaio, 
240;  Sflva  sin  /I  mot,  341  and  n.; 
elegy  on  Villayzan,  245;  his 
comediaa  prohibited,  247,  z6o; 
actors  prafsed  by  Lopc.iifi?;  his 
house  in  the  players  quarter, 
27a,  D.,  277;  his  has,  28 1,  n,; 
never  uses  the  term  "Jornada," 
aSS,  n.  3 ;  on  entrrmfses.  287 ;  the 
entrfmests    in    Lope't    comedias, 


288,    n.   4;    he    wriics    the    four 
autos   of    160S,    307    and    n^    3^3, 

338,  339.  341 
Velasco,  Ana  de,  106,  14J,  n.  t 
Velasco,  Franci^o  de,  187 
Velasco  Inigo  de,  134,  n.  1 
Velazquez,  Alonso,  32,  n.  3 
Velazquez,  Jeronimo,  xii,  ja,  jj,  43, 

71,    iji,    183,   t9i,    19^3,   ao3,   298, 

n.  3.  »99.  117 
Vetez  de  Guevara,   FraJKisco,   134, 

223 
Velez  de  Guevara,  Luis,  ix;  DiahU 

cojurlo,     71,    n.     t,    27s.     o. ;    El 

CabatUro    del   Sot,    102;    **rite* 

plays  for  Sanchez,  172,   180,  ai, 

n.  I,  250,  n,  2,  31Q,  n.,  341 
t'ttiatjno    (El)   dorado,  37,  jj.  3 
Velten,  Johannes,   140 
Ftncedor   (El)  vfncido  tti  el  Tor- 

neo,  236 
I'engadora   {La)    de  lai  Mvgnts, 

236 
V'enier,  Marie,  139 
Vera,  Diego  de,  48,  50 
Vera   Tassis,    "Life   of   Calderon," 

294 
Verdugo,  Francisca,  201 
Vergara,  Alonso  de,  60 
Vergara,  Juan  de,  193 
Vergara,  Luis  de,  277 
Vestuario  =  dressing-rooffl,    40    aoJ 

n.  2,  93,  9J 
Vicente,  Gil,  7,  n.  i,  13.  n.  3,48,  n.  J 
Viaor!  sign  of  approval,  tJi-ii4 
P'ictorias    (Lus)    del   Marfuti   it 

Caiiete,  23s 
"Vida  del  gran  Tscafio,"  171,  a.  i, 

278,  n.  I 
Vignali,  Antonio,  of  Siena,  23 
Villaizan  y  Gardes,  D.  Jeronimo  de, 

iBfi,  2J2,  244-245 
Villalba,  Alonso  de,  iii 
VilEalba,  Juan  de,  214 
Villalba,  Melchor  de,  214,  ]04, 

.3>7 
Villalobos,  Juan  Bautifta  de,  J4 
Villalon,  El  Bachiller,  19,  lo 
Villamediana,  Count  of,  238  and  n- 
Villanucva,  Juan  de,  iS^ 
Viltanueva,  Pedro  de,  194 
Villaviciosa,  Sebastian  de,  197 
Villegas,  Antonio  de,  j2,  n.  j,  15* 

214,   11  j.   2Jl 

Villegas,  Diego  de,  ito 
Villegas,  Juan  Biutista  de,  H%  I74 

174,  186,  196,  237,  »4S 
Villena,  Marquis  of,  5 
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Fina  (La)  del  Senor,  311,  n.  3 
V'irun,  Cristobal  de,  79,  n.  i,  386, 

n.  3 
f'itona  (La)  del  Marques  de  Santa 

Crux,  96,  n. 
Voltaire,  65,  n.  i 

Wales,  Prince  of,  visits  Spain,  330,  n. 
Wallace,  C.  W,  65,  n. 
Ward,  A.  W,  37,  n.  i,  70,  n.  i 
Wolf,  Ferdinand,  z,  4,  n.  2,  5,  n.  i, 
S,  n^  18,  n.  a,  351,  n.  i;  on  en- 
tremeset,  387,  n.  3,  394,  n.  i 
"Woman  of  Babylon,  The,"  298 
Women  in  Spanish  theaters,  iiS- 
i3o;  in  English  and  French  thea- 
ters, 119,  n.  I,  2,  127;  women  on 
the  stage,  137-143;  on  the  French 
stage,    138-139;    French   women 
on  the  London  tage,  139  and  n.; 
women  on  the  Italian  stage,  140; 
in  Germany,  140-141 ;  women  on 


the  Spanish  stage,  141-143; 
women  in  the  ancient  entremeses, 
141;  women  licensed  to  act  in 
Madrid  in  1587,  143;  forbidden 
to  appear  on  the  stage,  145  and 
n^  207;  opposition  to  women  on 
the  stage,  313-313 

Yepes,  Fray  Diego  de,  307,  n^  310 

Zabaleta,  Juan  de,   lyj,  199,  390, 

n.   t;  El  Dia  de  Fiesta  for  la 

Tarde,  334-33* 
Zamora,  casa  de  comedias  in,  193 
Zarabanda,  the,  70,  71,  n.  4,  143, 

398,  n. 
Zaragoza,  reopening  of  theaters  in, 

349 
Zarzuela,  rehearsals  m,  198 
"Zeitschrift  fQr  Romanische  Philo- 

logie,"  10,  n.  I,  31,  n.  3,  33,  n.  i, 

39,  n.  I 


ADDENDA  ET  CORRIGENDA 

p.  7,  n.  I.  On  the  Auto  Sacramental  (1520)  of  Lopez 
de  Yanguas,  v.  Cotarelo  in  Rev'tsta  de  Archhos 
(1902),  pp.  251,  ff. 

p.  13.  Naharro  is  mentioned  by  Cueva  in  the  third  Epis- 
tola  of  his  Exemplar  poetico: 

"De  fabula  procede  la  comedia, 
Y  en  ella  cs  la  inuencion  licenciosa, 
Ctial  vemos  en  Naharro  y  Hercdia." 

(Sedano,  Parnaso  Espanol,  VIII,  p.  66.) 

>.  71,  n.  2.  La  Casa  cottfusa  was  represented  by  Pinedo's 
company  on  October  16,  161 8,  Baltasar  Osorio  and 
Maria  Flores  also  taking  part.  (Barrera,  CatMogo, 
p.  210.) 

p.  122,  t.  23.  Lope  de  Rueda  concludes  his  Colloquio  de 
Camila  with  the  words :  "Senores,  pcrdoncn,  porque 
aqui  se  da  iin  a  nuestro  Colloquio/'  and  his  Colloquio 
de  Tymbria  with  :  '^Setiores,  pcrdonen,  que  con  bailar 
se  dio  fin  a  nuestro  Colloquio."  His  comedia  Arme- 
lina  ends  with  a  similar  phrase,  but  the  appeal  to  the 
audience  as  "EI  itustrc  Scnado,"  I  do  not  remember 
to  have  seen  in  any  dramatist  before  Lope  de  Vega. 

p.  164, 1.  5.     For  Villahermoso  read  Vallehermoso. 

p,  176,  note,  K  2.     Strike  out  the  words  "years  before," 
as  the  Plaza  universal  was  published  in  161 5. 
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177.  To  what  is  here  said  concerning  the  sums  re- 
ceived by  a  dramatist  for  a  comedia  we  may  add 
that  in  1634  eight  hundred  reals  was  paid  for  a 
comedia  by  Montalvan,  and  nine  hundred  for  a 
comedia  by  Francisco  de  Rojas  and  Antonio  Coello. 
(Perez  Pastor,  BibliogTa^a  Madrileha^  III,  pp.  452, 
463.) 

232,  n.  To  the  playwrights  mentioned  may  be  added 
Antonio  Coello,  Antonio  Solis,  Geronimo  dc  Cuellar, 
and  Luis  Velez  de  Guevara,  who  writes  in  1633  that 
he  is  unable  to  leave  his  house  for  want  of  a  garment 
to  cover  him.  ( Perez  Pastor,  Bibliografia  Madriieha, 
III,  p.  512.) 

238,  n.  I.  The  episode  related  by  Hume,  it  may  be 
remarked,  was  related  by  Francois  van  Aersscn, 
Voyage  d'Espagne,  Cologne,  t666,  pp.  47-49,  and 
repeated  by  Madame  d'Aulnoy,  who  gives  the 
Countess  of  Lemos  as  authority  for  her  story. 
{Relation  du  Voyage  d'Espagne,  La  Haye,  1 693, 
Vol.  II,  p.  20.)  It  is,  of  course,  indignantly  rejected 
by  Barrera,  Cafahgo,  p.  483.  It  may  not  be  amiss 
to  add  the  following,  concerning  the  comedia,  also 
from  Madame  d'Aulnoy:  "Autrefois,  continua-t-il 
[D.  Agustin  Pacheco],  les  persoirnes  vertueuscs  nc 
se  pouvoient  resoudre  d'aller  a  la  Comedie;  on  n'y 
voyait  que  des  actions  opposees  a  la  modestie;  on  y 
entendoit  des  discours  qui  blessoient  la  liberte,  Ics 
Acteurs  faisoient  honte  aux  gens  de  bien;  on  y  flatoit 
le  vice,  on  y  condamnoit  la  Vertu;  les  combats  cn- 
sanglantotent  la  Scene;  le  plus  foible  etoit  toiijouri 
opprime  par  le  plus  fort,  &  I'usage  autorisott  k 
crime:  Mais  depuis  que  Lopes  (sic)  de  Vega  i 
travaille  avec  succez  a  reformer  le  Theatre  Espapol. 
il  ne  s'y  passe  plus  rien  de  contrairc  aux  bonn« 
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moEurs;  &  le  Confident,  le  Valet,  on  le  Villageois, 
gardant  leur  simplicite  naturelle,  &  la  rendant  agre- 
able  par  un  enjoiiement  naif  trouvent  le  secret  de 
guerir  nos  Princes,  &  meme  nos  Rois,  de  la  maladle 
dc  nc  point  entendre  les  verite?,  ou  leurs  defauts 
peuvent  av'oir  part,  C'est  lui  qui  prescrivit  des  regies 
a  ses  elcves,  &  qui  leur  enseigna  de  faire  des  Come- 
dies en  trois  Jornadas,  qui  veut  dire  en  trois  Actes. 
Nous  avons  vu  depuis  briller  les  Montalvanes,  Men- 
dozas,  Rojas,  Alarcones,  Veicz,  Mira  de  Mescuas, 
Coellos,  Villaizanes;  mais  enfin  Don  Pedro  Calderon 
excella  dans  le  serieux,  &  dans  le  comique,  &  il  passa 
tous  ceux  qui  I'avoient  precede,"  {Relation  du 
Voyage  d'Espagne,  II,  p.  98.) 

p,  266.  Among  the  early  defenders  of  the  comedta  An- 
dres Rey  de  Artieda  might  have  been  mentioned. 

P*  339-  ^"  1620  Sancho  de  Paz,  atttor  de  cotnedias,  ob- 
tained a  privilege  from  Cardinal  Borgia  to  form  a 
company  of  Spanish  players  in  Naples;  "and  nobody 
else  nor  any  other  company  may  represent  in  Naples 
except  he."  (Croce,  /  Teairi  di  Napoli,  p.  91.)  In 
1 62 1  Francisco  de  Leon  obtained  a  similar  privilege, 
and  in  1620  and  1621  Sancho  de  Paz  and  Francisco 
de  Leon  represented  in  the  Teairo  dei  Fioreniini. 
{Ibid.f  p.  92.)  In  1630  and  1 63 1  Francisco  Malhelo 
and  Gregorio  Laredo  had  companies  In  Naples. 

The  Bibliotcca  Nacional  also  contains  a  MS,  of  Lope  de 
Vega's  Quien  todo  lo  quiere,  undated,  new  No,  16798, 
Paz  Y  Mdia,  CatalogOf  No.  2810,  with  the  follow- 
ing cast: 

don  Ju" ,  P*  M*  [Pedro  Manuel  de  Castllh] 

don  fernando  .  . . . , [Antonio  de]  Raeda 

d.  p*  Icon.  i.e.  Don  Pedro [Diego  del  I*con 
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fabio 

bernal  ..,..,,.,,,,....  osorio  [Diego  Oson'o  de  Vclasco] 

octabia bisenta  [Vicenta ?] 

julja Catalina  [de  Acosta} 

Incs Ant'  [Antonia  Infante] 

D*  Ana  . JasinU  [Jacinta  dc  Herbias  y  Flores] 

Leonarda    . 

This  is  the  company  of  Antonio  de  Rueda,  about 
1639-40. 

The  following  cast  of  an  enlremes  of  the  sixteenth  century 
I  owe  to  the  kindness  of  Dr.  Crawford.  It  is  entitled 
Entremes  de  un  Hi  jo  que  nego  asu  Padre,  manuscript 
qf  two  leaves  in  folio  in  the  Biblioteca  Nacional, 
in  a  hand  of  the  sixteenth  century. 

Padre  del  licenciado Caspar  de  hueita 

licenciado Christoual  de  castro 

muger ......,, michad 

amo  . , , al"  robleiio 

villano  , torrfs 


There  Is  nothing  in  the  manuscript  to  indicate  the 
date  of  representation.  The  above  cast  is  Interest- 
ing, however,  from  the  fact  that  the  role  of  the 
woman  {muger)  is  played  by  a  man  (michad), 
which  is  an  evidence  of  the  early  representation  of 
this  entremes. 
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139, 1.  18.     For  means  read  time. 

295,  notes  2  and  3.  Perez  Pastor,  C  alder  on  Docu- 
mentos,  I,  p.  372,  names  D.  Melchor  de  Leon  as  the 
poet  who  finished  the  last  auto  of  Calderon.  Ibid., 
p.  368,  he  gives  El  Maestro  Leon  as  the  author  of 
the  entremeses  and  mogigangas  of  the  year  1680 
(v.  note  3,  above).  This  is  probably  D.  Melchor 
P'ernandez  de  Leon,  whose  name,  and  not  that  of 
D.  Manuel  de  Leon  Marchante,  should  therefore 
also  appear  at  the  foot  of  page  321. 
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BETWEEN  3560  AND  1680 

Our  knowledge  of  Spanish  players  is  due  chiefly  to  the  invcstiga- 
rions  of  D.  Cristobal  Perez  Pastor.  Of  his  publications  the  fol- 
lowing have  been  consulted :  Nuevos  Datos  actrca  del  Histrtonismo 
espanoi  en  loi  Sifflos  XVI  y  XVII,  Madrid,  1901 ;  Proceso  de  Lope 
de  Vega  por  L'tbtlo$  contra  unot  CamUos,  Madrid,  1901,  published 
in  conjunction  with  A.  Tomiflo,  and  the  DatQs  desconocidos  para 
la  Vida  de  Lope  de  Vega,  in  the  same  volume;  Documentas  para  la 
Bhgrafia  de  D.  Pedro  Calderon  de  la  Barca.  Tome  I,  Madrid, 
1905,  and  the  same  author's  articles  in  the  Bulletin  Hispanique 
for  1906-08.'    The  following  works  have  also  furnished  valuable 

'Thi»  ia  a  fining  place  to  say  a  few  words  concerning  ihe  career  of 
thi(  distinguishrd  and  unwearying  scholar,  whose  recent  death  has  de-^ 
prived  Spanish  letters  of  one  of  its  most  sticceaiful  investigators.  D. 
Critt6bal  P^rez  Pastor  vtai  born  at  Tobarra  (Province  of  \furcia),  of  a 
family  of  pt^i^nts-  Jtiitentled  for  the  priestitood,  he  began  his  career  with 
die  Mudy  of  cheology,  then  turned  to  the  sciences,  receiving  the  degree  of 
Doctor  of  Science,  and  finally  devoted  himself  entirely  to  the  pursuit  of 
literature,  Appointed  to  the  chair  of  Bibliography  in  the  "Escuela  dc 
Diplomatica,"  he  did  not  find  his  post  to  hb  Hliing:  and  resigned,  to 
apply  himself  henceforth  to  those  vast  bibliographical  labars  which  have 
made  his  name  emineni.  He  published  In  rapid  succeislan,  besides  the 
above-mentioned  works:  La  Imprtnta  tn  Toledo,  La  Imprenta  tn  Medina 
del  Campo,  Dotumentot  Cervantinet,  two  volumes  (this  work  and  the 
Caldtron  Documentoi  he  left  unfinished),  and  his  great  work  Bibliografia 
irtaJrifina,  in  three  volumes,  the  latest  of  which  appeared  in  1907,  and 
which  was  also  10  be  continued.  It  is  no  exaggeration  to  say  that  these 
work*  contained  more  new  biographical  infortnation  concerning  the  great 
wriiera  of  Spain  than  all  other  investigators  combined  had  furnished  in 
the  last  two  hundred  years. 

Sr.  Pjrez  Pastor  died  on  Aujrust  ai,  190S,  in  the  obscure  village  of  Horche 
(Province  of  Guadalajara),  where  his  body  rests  in  the  humble  church- 
j'ard,  in  juit  such  a  spot  as  this  modest  scholar,  retiring  almost  to  timidity, 
■would  doubtless  have  chosen.  Let  tis  hope  that  hi«  work  did  not  cease 
wbcn  he  let  fall  bii  pen.  hut  that  others  may  be  prompted  to  foUow  in 
[br  path  of  aucb  a  distinguished  and  exemplary  leader. 
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infonnation :  Jose  Sanchez-Arjona,  Noticias  referentes  a  lot  Anales 
del  Teatro  en  SevUla  desde  Lope  de  Rueda  hasta  fines  del  Siglo 
XVII,  Seville,  1898,  a  work  based  for  the  most  part  upon  re- 
searches in  the  archives  of  Seville ;  Emilio  Cotarelo  y  Mori,  Tirso  de 
Molina,  Investigaciones  bio-bibliogrdficas,  Madrid,  1893 ;  Antonio 
Restori,  La  Collexione  della  Biblioteca  Palatino-Parmense,  in  Studj 
di  Filologia  Romanxa,  Fasc.  15,  Roma,  1891 ;  Rojas,  Viage  entre- 
tenido,  Madrid,  1603;  Luis  Quinones  de  Benavente,  Entremeses, 
Loos  y  Jdcaras  por  D.  Cayetano  Rosell,  Madrid,  1872-74,  2  vols. : 
Marti  y  Monso,  Estudios  historico-artisticos,  ZMcagpza  (1902?); 
Migaxas  del  Ingenio,  Zaragoza  (no  date),  and  the  new  edition  of 
this  work  by  Sr.  Cotarelo  (Madrid,  1909),  and  others.  Among 
the  latter  the  MS.  in  the  Biblioteca  Nacional,  of  which  a  number 
of  excerpts  are  given  by  Gallardo,  Ensayo,  Vol.  I,  pp.  668  £E.,  is  of 
great  importance,  but  must  be  used  with  caution. 


LIST  OF 
SPANISH  ACTORS  AND  ACTRESSES 

1560-1680 

Abaoia  (Andres  De),  actor  and  mustclzn  in  the  company  of 
Manuel  Vallejo  in  Sept.,  1630,  and  with  Antonio  de  Rueda  in 
1638—39.  He  and  his  wife  Maria  Jimenez  were  members  of  the 
company  of  Manuel  Vallejo  in  Seville  in  163J,  1640,  and  1643. 

Abadia  (Juan  de  la),  v,  Labadia. 

AcACio  (Juan),  native  of  Madrid,  was  an  autor  de  camedias 
at  least  as  early  as  1 61 4,  when  he  had  a  company  in  Toledo.  He 
represented  at  the  Coiiteo  and  at  the  Corpus  festival  in  Seville  In 
1617,  and  in  the  Corral  de  Dona  Elvira  and  also  at  Corpus  in  1619, 
his  wife  Ana  Falcona  acting  in  his  company.  He  was  one  of  the 
twelve  autores  authorized  by  the  decree  of  1615,  In  1623  he  repre- 
sented three  comcdias  privately  before  the  King,  and  in  1644  took 
part  in  the  aulas  at  Seville.  In  March,  1626*  he  is  described  as  a 
resident  of  ValladoUd,  where  his  company  was  acting  in  Feb.  and 
March  of  that  year.  For  his  company  in  1619  and  1644,  v. 
Sanchez-Arjona,  pp.  203,  371,  In  Nov.,  1636,  his  name  is  given 
as  Juan  Acacio  Bernal.     {N.  D.,  p.  257.) 

AcAcio  (Juan),  el  Mozo,  son  of  the  preceding  and  an  actor 
in  his  company  in  1636,  when  both  appeared  in  Caspar  de  Obre- 
gon's  Del  Poder  para  tener,  in  Plasencia.  (Sanchez-Arjona, 
p.  341,  n.)  He  appeared  in  Manuel  Vallejo's  company  in  1640, 
and  again  in  his  father's  company  in  1644. 

AcEBCDO  (Antonio  de),  actor  in  the  company  of  Bartolome 
Romero  in  Lisbon  for  two  or  three  months  before  Shrovetide  in 
1639.    Perhaps  the  same  as  the  following. 

ACEBEDO  Fajarix)  (Antonio),  prompter  in  the  company  of 
Esteban  Nunez,  el  Polio,  in  1657;  afterward  an  actor,  playing  old 
men's  [tarts,  in  the  company  of  Felix  Pascual  in  1680.  He  was 
also  an  author.     (Gallardo,  I,  p.  671.) 

AcosTA  (Catalina  de)  and  her  husband  Antonio  de  Rueda 
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were  in  the  company  of  Alonso  dc  Olmedo  in  1631,  whcri  tlw^ 
were  received  into  the  Cofradia  de  la  Novena.  ^e  was  probably 
the  D*  Catalina  in  the  cast  of  Lope's  Del  Monti  sale  (1628) ;  in 
Aug.-Sept,,  1638,  she  was  in  her  husband's  company  in  ValladoHd 
and  Segovia.,  and  in  1640-44  played  fourth  parts  in  his  company. 
She  was  apparently  still  living  at  the  death  of  her  husband,  in  1662. 

AcoSTA  (Isabel  de),  wife  of  Miguel  de  Barbosaj  both  were 
musicians  in  the  company  of  Diego  Vallejo  in  1619. 

AcosTA  (Maria  de),  wife  of  the  actor  Cosme  Perez,  q.  v. 

AcuNA  (Antonio  de),  member  of  the  company  of  Alonso  de 
Olmedo  and  Luis  Bernardo  de  BovadlUa  in  1638-39.  He  had  a 
company  in  1654. 

AcuNA  (Manuela  de),  played  damai  in  Valencia  in  1667. 
She  was  the  wife  of  Vicente  de  Salinas,  and  died  in  Gerona. 

Agramonte  (Juan  Antonio  de),  actor  in  Manuel  Valtejo's 
company  m  1670.    See  under  Antonio  (Juan). 

Agramonte  (Pedro  de),  famoso  sr^undo  in  the  company  of 
Alonso  dc  Olmedo  in  1635 ;  he  played  third  parts  in  the  com- 
pany of  Lorenzo  Hurtado  de  la  Camara  in  1642,  and  in  the 
company  of  Juan  Perez  de  Tapia  in  1662,  In  1664  he  played 
fourth  parts  in  the  company  of  Juan  de  la  Calle  and  Bartolome 
Romero.  A  Pedro  de  Agramonte  was  prompter  in  the  company 
of  Juan  Martinez  in  1631. 

ACLfADo  (Juan),  second  gracioso  in  the  company  of  Jcroniino 
Vallejo  in  1660. 

Aguado  (Maria)  played  sixth  parts  in  the  company  of  Felix 
Pascual  and  Agustin  Manuel  in  1671, 

Aguado  (Pedro),  member  of  the  company  of  Antonio  de 
Prado  in  1614,  when  he  appeared  in  Tirso  de  Molina's  La  Tercert 
de  la  Sancta  Juana.  In  the  previous  year  he  was  in  the  company  of 
Cristobal  Ortiz  de  Villazan,  and  appeared  in  Lope  de  Vega's  Ld 
Dama  hoba  (1613).  In  1619  and  1 621  he  was  with  Alonso  de 
Olmedo. 

Aguado  (Simon),  grac'wio  in  the  company  of  Sebastian  de 
Prado  in  1661  and  1662.  In  the  latter  year  and  in  1674  he  h»l 
a  company  (in  1662  he  and  Juan  de  la  Catle  represented  an  4itf« 
in  Madrid,  and  in  1674  his  company  alone),  tn  1675.  16761  an<i 
1678  he  was  gracioso  in  the  company  of  Antonio  de  Esoiflulls- 
In  1677  he  was  in  the  company  of  Agustin  Manuel  de  Qetdkb'"* 
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and  in  1679  in  that  of  Jose  Antonio  Garcia  de  Prado.  He  was 
born  in  Malaga  on  Oct.  25,  1621,  and  died  in  Madrid,  Jan.  18, 
1706.  He  was  the  author  of  the  mogiganga  Los  Ninot  de  ia 
Rollona  y  to  que  pasa  en  las  calles.  (Paz  y  Melia,  Catalago, 
No.  23x0.) 

Agueoa  (Francisca)  played  first  parts  in  the  company  of 
Pablo  de  Morales  in  Seville  in  1678. 

AcuiLAR  (Alonso  de),  native  of  Valencia;  in  March,  1602, 
he  agreed  to  act  for  one  year  in  the  company  of  Juan  de  Tapia, 
Luis  de  Castro,  and  Alonso  dc  Paniagua, 

Aguilar  (Francisco  de),  member  of  the  company  of  Diego 
de  Santander  in  1 594. 

Aguilar  (Jeronima  de),  wife  of  the  actor  Luis  Granados  and 
member  of  the  company  of  Dicgo  dc  Santander  in  J 594,  Sister  of 
Francisco  de  Aguilar? 

Aguilar  (Jeronimo  de),  actor(  ?)  accused  of  killing  the  actor 
Juan  Morales,  husband  of  Juana  de  Villalba,  in  1595. 

Aguilar  (Marina  de),  actress  in  Madrid  in  1603;  she  was 
the  wife  of  Francisco  Munoz.  Both  were  in  a  joint  company  in 
Madrid  in  1603  and  1604,  and  in  that  of  Alonso  Riquelmc  in 
Seville  in  1607.  There  was  a  D*  Mariana  de  Aguilar,  who  lived 
m  the  Callc  del  Infante  in  Nov..  1618,  and  who  buried  Catalina 
de  Valcazar,  {Bu!L  Hisp.  (1907),  p.  385.)  Perhaps  the  same  as 
the  above, 

AcuiLERA  (Francisco  de),  actor  in  the  company  of  Alonso 
Riquclme  in  1607. 

AcuiRRE  (Martin  de),  actor  in  1583-84,  See  Nucvoi  Datot, 
p,  14,  and  Bull.  Hup.  (1906),  p.  364.  A  Martin  de  Aguirre  is 
also  mentioned  in  i6aa,    (N.  D.,  p.  190.) 

Acl'Irre  (Micuei,  de),  member  of  the  company  of  Andres  de 
ia  Vega  in  1638-39. 

Ai-ARCON  (Diego  Manuel  de),  actor  in  the  company  of 
Andres  de  Claramonte  in  1614-15. 

AtARCON  (GoMZALo  de),  autor  de  comed'ms  in  1598;  his  wife 
wsi  Antolina  Rodriguez. 

A1.ARCON  (Hernando  de),  actor  in  Claramonte's  company  in 
1614-15. 

Alarcon  (Juan  Bautista  de),  actor  in  Claramonte's  com- 
fcany  in  1614-15. 
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Alarcon  (Mariana  de)  of  Valencia,  widow  of  Alejandro 
Maqo;  actress  in  Diego  Vallejo's  company  in  Seville  in  1619. 

Alarcon  (Sebastian  de),  actor  in  the  company  of  Manuel 
Vallejo  in  1 640,  and  in  the  company  of  Esteban  Nunez  in  1648. 
He  was  still  living  in  1669.     (Paz  y  Melia,  CatatogQ,  No.  1664.) 

Albricio  (Juan  de),  actor  in  the  company  of  Caspar  dc  Porres 
from  1585  till  Shrovetide,  1586.  He  was  then  a  minor,  {B.  H. 
(1906),  p.  365.)  He  was  indicted  in  1596  for  the  killing  of 
Jeronimo  Rodriguez.  His  name  also  appears  as  Juan  de  Albrid 
and  Juan  Brizio  Alegria.     {B,  H.  (1907),  p.  362.) 

Alcantara  (Nicolas  de),  member  of  the  company  of  Eisteban 
Nunez  in  Seville  in  1654.  He  was  barha  in  Jeronimo  Vallejo's 
company  in  1660. 

Alcaraz  (BaSILIA  de),  first  wife  of  the  actor  Juan  deTapia,q.  v. 

Alcaraz  (Maria  de),  widow,  actress  in  the  company  of  Juan 
Roman  in  1639  and  1640. 

Alcaraz,  v.  Lopez  dh  Alcaraz  (Diego). 

Alcozer  (Juan  ds),  autw  de  comedias;  he,  Nicolas  de  (os 
Rios,  and  Miguel  Ramirez  represented  one  of  the  aulas  at  Madriil 
in  1587.  He  had  a  company  in  Madrid  in  July,  1590,  and  is 
mentioned  by  Rojas,  Fkffe  enlretenido,  p,  362, 

Aldama  (Juan  de)  of  Madrid  and  his  wife  Mariana  de 
Aparicio  were  in  the  company  of  Hernan  Sanche*  de  Vargai  in 
1633-341  and  in  that  of  Andres  de  la  Vega  in  1636—37, 

Aldama  (Manuel  de),  actor  in  the  company  of  Alouiso  de 
Riquelme  in  1606.  He  and  his  wife  (name  untnown)  took  pair 
in  the  Corpus  festival  at  Seville  in  1 61 4.  The  name  Aldama  or 
Aldana  occurs  in  the  cast  of  La  beUigtra  Eipanola,  See  R«stori. 
Stud},  p.  92. 

Alegria  (Francisco  Garro  dk),  lessee  of  the  correlfi  oi 
Madrid  tn  1632,  1636-41,  and  1645. 

Alejandro,  musician,  and  his  wife  Ana  Maria  vrere  members 
of  the  company  of  Dominps  Balbin  in  Seville  in  161 3. 

Alejandro  (Jose),  member  of  the  company  of  Josr  Gaida  ^ 
Prado  in  1658,  and  in  that  of  Juan  Perez  de  Tapia  in  i66a, 

Almagubr  (Juan  de),  actor  in  1584,  and  in  the  company  oi 
Jeronimo  Velazquez  in  1590.     [Datos  desconocidas.  p.  146.) 

Almansa  (Mateo  de),  actor  in  the  company  of  Jitin» 
Riquelme  in  Seville  in  1652. 
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Almaxsa  (Pedro  de)  belonged  to  the  company  of  Baltasar 
Pincdo  in  i6ii  (fi/A/,  Madrileiia,  HI,  p,  325);  he  played  third 
parts  in  the  company  of  Hernan  Sanchez  de  Vargas  in  1619-20; 
in  Domingo  Balbin's  company  from  Sept.  1,  1623,  .till  Shrovetide, 
1624,  and  in  the  company  of  Juan  Martinez  from  Oct.  10,  1624, 
tiU  Shrovetide,  1625. 

Almella  (Juan  Jeronimo),  native  of  the  village  of  MorcIIa, 
and  svtor  dt  cantediai  in  1628,  when  he  took  his  company  to 
Valencia  to  give  sixty  consecutive  performances,  beginning  on  Palm 
Sunday.  V,  BulUtin  Hhpan'tque  ( 1906) ,  p.  377,  and  text,  p.  J93,  n,8. 

Almenara  (Peoro  de),  actor  in  the  company  of  Jeronimo 
Velazquez  in  1590— 91,  receiving  seven  reals  daily,  besides  three 
reals  for  "maintenance,  tapers,  and  clean  linen." 

Almendros  (Esteban  de),  harpist,  and  his  wife  Maria  de  la 
Paz  were  in  the  company  of  Jose  Garceran  in  Seville  in  1657.  In 
1654  he  had  a  company  and  represented  the  autos  in  Madrid. 
(CaiJrron  Documentos,  p.  223.) 

Almonacid  {Diego  de),  lessee  of  the  Coliseo  in  Seville  in 
t6io;  of  the  Coliseo  and  DoHa  Eivira  in  1612,  and  of  the  Corral 
de  Dona  Ehira  in  1616-28.  There  were  two  persons,  father  and 
son,  who  bore  the  same  name. 

Almonte,  actor  in  the  company  of  Ortiz  de  Villazan ;  he  ap- 
peared in  Lope's  La  Dama  hoba  (1613).  Sec  Life  of  Lope  dt 
Vega,  p.  172,  n. 

Alonso,  actor  In  Valencia  in  the  latter  part  of  the  sixteenth 
oeflCtiry(  1588  ?) ,  in  the  company  of  Rodrigp  Osorio.  See  Cotarclo, 
Lope  de  Rueda,  p.  30.  His  wife  and  daughter  were  members  of 
(he  same  company. 

AU)NSo  (Francisco),  actor  in  the  company  of  Felix  Pascua! 
in  Seville  in  1665.  There  was  a  Francisco  Alonso  who  appeared 
in  Tirso's  Celot  con  Celoi  le  curan  ( 1625). 

Aix>NSO  (Juan),  member  of  the  company  of  Felix  Pascual  in 
1665,  His  real  name  was  D.  Bartotome  de  Velasco,  and  he  was 
a  native  of  Villadiego  (Burgos).  In  1662  he  was  in  Valencia  in 
the  company  of  Jose  Carrillo,  and  in  Madrid  in  1663;  in  1677 
he  was  primer  gahn  in  the  company  of  Magdalena  IvOpez.  He 
<lted  in  1685. 

Alonso  (Makuel)  played  old  men's  parts  in  the  company  of 
Fahlo  Manin  Morales  in  Seville  in  1678. 
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ALQt'iLONA  (La)  managed  a  company  of  players  in  Valendx 
in  1671. 

Alvarez  (Anton),  actor  la  1604  in  Madrid,  in  a.  jouit  com 
pany  with  Vicente  Ortiz  and  others. 

Alvarez  (Beatriz),  wife  of  the  actor  Juan  de  Soriano;  both 
were  in  Baltasar  Pinedo's  company  in  1613. 

Alvarez  (Bernabe),  member  of  the  company  of  Bcmardo  de 
la  Veg^  in  Seville  in  1672.    See  Alvarez  Quixano. 

Alvarez  (Bernardino),  actor  in  the  company  of  Rodrigo 
Osorio  in  Valencia  in  I588(  ?).  (Cotarelo,  Lupc  de  Rueda,  p.  3a) 
The  name  given  is  merely  Bernaldino,  and  the  identification  is  not 
certain.  In  1615  he  was  in  Domingo  Balbin's  company  in  Sn*iUe, 
and  appeared  in  Lope's  Quitn  mas  no  puede  in  1616.  He  was  in 
Manuel  Vallejo's  company  in  1623,  and  in  that  of  Antonio  de 
Prado  in  1624. 

Alvarez  (  Francisca  ) ,  wife  of  Juan  Carmona ;  both  were  in  die 
company  of  Antonio  de  Prado  in  Valladolid  in  1645. 

Alvarez  (Francisco),  or  Francisco  Alvarez,  de  Victoria,  and 
his  wife  Josefa  Necti  were  members  of  the  company  of  Tomas 
Fernandez  Cabredo.  They  were  married  in  Valladolid  in  1630, 
but  the  wife  is  here  called  Josefa  Nieto,  which  is  probably  correct 
(Marti  y  Monso,  Etiudios,  p.  566.)  A  player  by  this  name  ap- 
peared in  the  entreines  Las  CiviUdades  in  Avendaiio's  companj. 
(Rosell,  I,  p.  45.)  In  1639  he  had  a  company  jointly  with  Fran- 
cisco Velez  de  Guevara  and  Pedro  de  Cobalcda.  Francisco  Albara 
and  an  actress  Jusepa  are  found  in  the  cast  of  Calderon's  Tr»j* 
ahrmada  (1644). 

Alvarez  (Jeronimo),  at  one  time  an  actor  in  the  comiMOf  of 
Manuel  Vallejo,  is  mentioned  in  1663.  He  married  Ana  Bipditt. 
and  died  in  i68g. 

Alvarez  (Luis),  a  minor  in  the  company  of  Alonso  RtquelBr 
from  March,  1602,  to  1603;  he  was  in  the  company  o^eii  £*« 
Andaluces  in  1605-06;  in  Balbin's  company  in  1609^  md  ""^ 
Riqucltne  again  in  l6ro,  when  his  wife  Maria  de  Herbii*  m*  * 
member  of  the  same  company.  Both  belonged  to  the  tthitt  ^ 
BaltASar  Pinedo  from  March  I,  1614,  till  Shtovrtide.  1615.  Hr 
appeared  in  Lope's  Dei  Monte  sale  (l6a8),  in  the  cooipsay  c' 
Hcrcdia.    v.  Life  Qf  Lope  de  P'ega,  p.  3x4,  n. 
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Alvarez  (Maria),  wile  of  Alonso  de  Vilklba;  both  were  fn 
the  company  of  Nicolas  de  los  Rios  in  Seville  in  1609.  Prior  to 
this,  in  1605,  Maria  Alvarez,  "comedianta  doncella,"  was  in  Rios's 
company  in  V'alladolid.     (M.  y  M.,  p.  566,) 

Alvarez  (Maria),  daughter  of  Francisco  de  Arteaga,  was  in 
the  company  of  Alonso  de  Qlmedo  in  1621,  with  her  father. 
{Bull.  Hisp.  (1908),  p.  244.) 

Alvarez  (Maria),  actress  in  the  company  of  Manuel  Vallcjo 
in  1674,  and  autorn  y  segunda  in  the  company  of  Felix  Pascual  in 
Seville  in  1677.  v.  Sanchcz-Arjona,  p.  486.  From  the  word 
autara  we  infer  that  she  was  then  the  wife  of  Felix  Pascual, 
q.  V. 

Alvarez  Quixano  (Bernabe),  actor  in  Madrid  in  1678. 
(Pazy  Melia,  Catdhgo,  No.  1459.) 

Amarius,  v.  Cordoba  (Maria  db). 

Ambrosio,  v.  LoBaCo  and  MaRTIKEZ. 

Am  ELLA,  V.  Almella. 

Amor  (Fabian  de),  menistril  [player  of  a  wind  instrument]  in 
the  company  of  Jcronimo  Ruis,  Francisco  dc  Vera,  and  Alonso  de 
Morales  in  1592. 

Amor  (Maria  dbl),  wife  of  Jeronimo  de  Castafieda;  both 
were  in  the  same  joint  company  in  Madrid  in  1614. 

Ana  (Dona),  actress  in  the  entrtmeset  of  Quinones  de  Bena- 
vente.  Her  name  was  Ana  Fajardo  and  she  was  the  wife  of  Fran- 
cifco  Vclasco,  q.  v. 

Ana  (La  Senora),  actress  who  took  a  subordinate  part  in 
Lo|>e's  La  nurva  Victoria  de  D.  Gonzeio  de  Cordoba  (1622). 
V.  Life  of  Lope  de  Vega,  p.  298,  n. 

Ana  Maria,  wife  of  Alejandro,  musician ;  both  were  in  the 
coimpany  of  Domingo  Balbin  in  1613.  An  Ana  Maria  appeared 
as  DoAa  Alanbra  in  Lope's  Bastardo  Mudarra  (1612). 

Ana  Maria  {La  Bezona)  ;  her  name  was  Ana  Maria  de 
Peralta:  she  was  the  wife  of  the  gracioso  Juan  Bezon  (Nov., 
1623),  and  was  in  the  company  of  Hcrnan  Sanchez  de  Vargas  for 
one  year  from  Ash  Wednesday,  1624  {N.  D.,  p.  203)  ;  in  1632 
■he  and  her  husband  were  in  Avcndano's  company  (Cotarelo, 
Tino,  p.  203),  and  in  1635  both  were  in  Pedro  de  Ortegon's 
oompany  in  Seville,  she  playing  third  parts.     In  1636  they  were 
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AtQUfLONA  (La)  managed  a  company'  of  players  in  Vale 
in  1671, 

Alvarez  (Anton),  actor  in  1604  in  Madrid,  in  a  joint  com-] 
pany  with.  Vicente  Ortiz  and  others. 

Alvarez  (Beatriz),  wife  of  the  actor  Juan  de  Soriano;  botk^ 
were  in  Baltasar  Pinedo's  company  in  1613. 

Alvarez  (Bernabe),  member  of  the  company  of  Bernardo  dtj 
la  Vega  in  Seville  in  1672.    See  Alvarez  Quixano. 

Alvarez  (Bernardino),  actor  in  the  company  of  Ro 
O&orio  in  Valencia  in  I588{  ?).  (Cotarcio,  Lopr  de  Rueda.  p. 
The  name  given  is  merely  Bernaldino,  and  the  identification  is  not 
certain.  In  161 3  he  was  in  Domingo  Balbin's  company  in  StviUc 
and  appeared  in  Lope's  Quien  mas  no  puede  in  1616.  He  wai  in 
Manuel  Vallejo's  company  in  1623,  and  in  that  of  Antonio  ilr 
Frado  in  1624. 

Alvarez  (Francisca),  wife  of  Juan  Carmona;  both  wcrttniic 
company  of  Antonio  de  Prado  in  Valladolid  in  1645. 

Alvarez  (Francisco),  or  Francisco  Alvarez  de  Victoria,  lOi 
his  wife  Josefa  NectJ  were  members  of  the  company  of  Tom* 
Fernandez  Cabredo.  They  were  married  tn  Valladolid  in  "^''^' 
but  the  wife  is  here  called  Josefa  Nicto,  which  is  probably 
(Marti  y  Monso,  Estud'ias,  p,  566.)  A  player  by  this 
peared  in  the  entremes  Ltu  Civilidadei  in  Avendano  s 
(Rosell,  I,  p,  45,)  In  1639  he  had  a  company  jointly  with 
cisco  Velez  de  Guevara  and  Pedro  de  Cobaleda.  FrancisoD  All| 
and  an  actress  Jusepa  are  found  in  the  cast  of  Caldetoo's 
abrmada  (1644). 

Alvarez  (Jeroximo),  at  one  time  an  actor  in  the  co 
Manuel  Vallejo,  is  mentioned  in  1 662.  He  married  Ani 
and  died  in  i68g. 

Alvarez  (Luis),  a  minor  in  the  company  of  Alor*^ 
from  March,  1602,  to  1603;  he  was  in  the  comp;: 
Andaluces  in  1605-06;  in  Balbin's  company  in   1 
Riquelme  again  in  1610,  when  his  wife  Maria  de 
member  of  the  same  company.      ^'^*tt>  belonged  to  i 
Baltasar  Pinedo  from  Marcl 
appeared  in  Lope's  Dtt  A' 
Hercdia.    v.  Life  e/  Lop^ 
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Andaluces  (Los),  a.  joint  company  composed  of  Francisco 
Garcia  dc  Toledo,  Dtego  de  Monscrrate  and  his  wife  Mariana 
Rodriguez,  Juan  dc  Ostos  and  his  wife  Maria  de  Herrera,  Luis  de 
Castro,  Cristobal  dc  Barrio,  and  Luis  de  Alvarez  "en  nombrc  de 
Bivar."  The  company  was  organized  in  March,  1605,  to  last  till 
Shrovetide,  1606. 

Anoiso  (Nicolas),  harpist  in  the  company  of  Pablo  Martin 
de  Morales  in  Seville  in  1678. 

Anorada  (Maria),  wife  of  Diego  de  Cisneros  in  1660. 

Anorade  (Ana  de),  actress  in  the  company  of  Diego  Osorio 
in  Madrid  in  1657,  distinguished  for  the  charm  of  her  voice  and 
for  her  skill  in  music.  She  was  the  second  wife  of  the  autor  de 
fomedias  Felix  Pascual,  after  1665. 

Andrade  (Antonio  de),  el  Gatlego,  husband  of  Maria  de  la 
O  ;  both  were  members  of  the  company  of  Manuel  Vallejo  in  1631. 

Anorade  (Feliciana  de),  actress,  married  Francisco  Lopez 
(before  1639),  and  had  a  daughter  Joscfa  Lopez,  called  Pepa 
ia  hermoia,  who  died  in  a  convene  at  Monbeltran.  (PeUicer, 
Vol.  II.  p.  59.) 

Andrade  (Feliciana  de),  actress  in  the  company  of  Diego 
Osorio  in  1657,  and  afterward  the  wife  of  Gregorio  dc  Casta' 
iicda;  both  were  in  the  company  of  Pablo  de  Morales  in  1678- 

Andrade  (Josefa  de),  "single  woman,"  played  segundm  damas 
in  the  company  of  Pablo  de  Morales  in  1678. 

Andrade  (Luisa  de),  daughter  of  Antonio  de  Andrade  and 
Maria  de  la  O  ;  she  was  in  the  company  of  Manuel  Vallejo  in  165 1. 

Andrade  (Micaela  de),  actress  in  the  company  of  her  hus- 
band, Diego  Osorio  de  Velasco  in  1657  and  1 659,  Of  this  family 
of  Andrade,  Pcllicer  {ibid.,  p.  20)  says  there  were  three  sisters: 
Ana,  Feliciana,  and  Micaela,  all  natives  of  Toledo;  all  were 
members  of  Diego  Osorio *s  company  in  1657.  v.  Perea  Pastor, 
Calderan  Ducumentos,  Vol.  I,  pp.  248  and  239.  There  seems  to 
have  been  a  fourth  sister,  Josefa.    v.  above. 

Angel  (Gabriel)  and  his  wife  Juana  de  Prado  were  farsantes 
in  Madrid  in  1583-84.  (JS.  //.  (1906),  p.  153.)  He  is  also 
fcentioned  in  March,  1602. 

Anoel  (Manuel),  actor  in  the  company  of  Anronio  de  Esca- 
milla  in  1677  and  1678;  in  Manuel  Vallejo's  company  in  1679 
and  1680,  and  In  Juan  Antonio  de  Carvajal's  in  1681. 
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Guillen  de  Castro'* 


Angela  Dido  received  ncr  surname  trom  uut 
tragedy  Dido  y  Eneat,  in  which  she  was  celebrated.  Pellicer  saw 
that  she  was  an  autora  antiguct,  and  that  her  will,  dated  1 653,,  n 
preserved  in  the  Archivo  de  la  Virgen, 

Angela  Francisca  played  first  parts  in  the  company  of  Luts 
Hurtado  in  1641  and  at  Corpus  in  Seville  in  1642.  This  is  doubt- 
less Angela  Frandsca  dc  Hincstroza,  q.  v, 

Angeles  (Francisca  de  los),  actress  in  the  cnnipany  of 
Manuel  Vallejo  in  1670. 

Angeles  (Jeronima  de  los),  wife  of  Luis  Calderon ;  both 
were  members  of  the  company  of  Jeronimo  Velasquez  in  iS90. 
V,  Perez  Pastor,  Proceso  de  Lope  de  Vega.  p.  146. 

Angeles  (Maria  de  los),  born  in  the  Rastro  In  Toledo 
famous  actress  in  the  company  of  Alonso  Riquelme  in  1607.  I" 
Aug.,  J  610,  she  appears  as  the  wife  of  Jeronlmo  Sanchez,  autor 
de  comed'wi.  She  was  in  the  company  of  Baltasar  Pinedo  in  1614. 
and,  for  some  reason  not  stated,  the  municipality  of  Madrid  tt 
Corpus  of  this  year,  when  Pinedo  represented  aulas,  requested  that 
she  and  Mariana  de  Herbias  be  removed  from  the  compamy  anJ 
that  two  other  actresses  be  engaged  in  their  stead.  {Bull,  Hisp. 
(1907),  p.  379.)  She  is  mentioned  among  the  celebrated  actresK^ 
of  the  time  by  Suarcz  de  Figueroa,  in  his  Plaza  universal^  161  ^).  Sbf 
is  probably  the  S*  Maria  who  took  the  part  of  Lisena  in  Lope's  Da- 
den  vengadi  in  1617,  as  played  by  Juan  Bap.  Valenciano's  companyr 
In  1620—21  she  belonged  to  the  company  of  Juan  Bautista  Valen- 
ciano,  and  appeared  <^  Leonor  in  the  cast  of  Claramonte's  Lt 
infeiiz  Darotea,  as  the  MS.  shows.  See  Life  0/  Lope  de  Vtf- 
passim.  In  1620  (dia  de  Sant  Miguel)  she  was  in  the  companT 
of  Pedro  de  Valdes.  (Bull  Hisp.  (1908),  p.  243.)  She  wrote 
some  commendatory  verses  for  the  Viage  enlreitnido  of  Rojs5 
( 1603),  and  must  have  been  a  well-known  actress  at  that  time, 

Angulo,  W  Malo,  a  native  of  Toledo,  was  an  autor  de  comrim 
about  1580,  On  Nov.  7,  14,  and  15,  1582,  his  company  repre- 
sented in  Madrid.  Cervantes  mentions  him  twice;  in  the  Cohqmi* 
de  los  Perros  (written  between  1606  and  j6og,  according  to  Fiti- 
maurice-Kelly,  Cervantes,  Exemplary  Novehj  Gla;^ow,  l^H. 
p.  xxix),  saying:  "We  stopped  at  the  house  of  an  ««/or  de  comtd'tB. 
who,  as  I  remember,  was  called  Angulo  el  Mala,  to  distinguish  bi» 
from  another  Angulo,  not  an  autor  but  an  actor,  the  most  wtttT 
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that  the  comrdias  then  had  or  have  at  this  day";  and  again  in  Dftn 
Quixote,  Part  II,  chap,  xi,  v.  Clemcncin's  note.  According  to 
Figueroa's  Plata  universal  he  was  deceased  in  16 1 5.  Rojas,  Viage 
entretenido,  p.  362,  mentfons  Angulo  as  a  tvell-known  autor  de 
eomediai.  He  represented  in  Marchcna  with  Rios  in  I592(?). 
(Ibid.,  p,  go.) 

Angulo  (Juan  Bautista  de),  actor  in  the  company  of 
Antonio  Granados  for  one  year  from  Sept.  3,  1604,  On  Jan.  li, 
1 619,  Juan  de  Angulo  and  his  wife  Bernarda  Gonzalez  agreed  to 
act  for  one  year  in  the  company  of  Tomas  Fernandez  Cabredo, 
This  was  probably  the  same  person  as  Juan  Bautista  de  Angulo. 

Ascvtxt  (Marco  Antonio  de)  and  his  daughter  Mencta  de 
Vibas  were  members  of  the  company  of  Segundo  de  Morales  for 
one  year  from  Nov.,  1638. 

Antandra  (La),  v.  Gran  ados  (Antonia), 

AMTEotJERA,  gracioso  mentioned  by  Rojas,  Fiage  entretenido 
(1603),  p.  15. 

AnteTA  (Felipe),  musician  in  the  company  of  Juan  Nunez, 
rl  PoUd,  in  1658;  in  1667  he  was  in  the  company  of  Lorenzo 
and  Francisco  Garcia.  His  wife  was  Ursula  Correa.  He  died  in 
J  678. 

Antonia  (La  SenOra),  wife  of  Juan  de  Montoya;  both  were 
in  Vallejo's  company  in  163 1.  An  Antonia  appeared  in  lope's 
Hermma  Ester  (1610). 

Antonia  Berkarda,  daughter  of  Francisco  Rodriguez  and 
Maria  Suarez,  was  a  member  of  the  company  of  Manuel  Vallejo 
in  J 63 1.  Antonia  Bernarda  or  Bernardo  was  in  the  company  of 
Pedro  de  la  Rosa  in  Valladolid  in  1655.     (M.  y.  M.,  p.  567.) 

Antonia  Infanta,  v.  Infanta. 

Antonia  Manuela,  or  Antonia  Manuela  Catalan,  wife  of  the 
autor  Bartolome  Romero.  She  and  her  husband  were  in  the  com- 
pany of  Cristobal  de  Avendano  in  1622,  and  from  Ash  Wednesday, 
1624,  in  Juan  Bautista  Valenciano's  company.  In  1630  she  acted 
in  her  husbsind's  company  in  Seville,  and  in  1631-32  in  that  of 
Roquc  de  Figucroa  at  Madrid,  when  she  appeared  with  great  ap- 
plause in  Montal van's  No  ay  Vida  coma  la  Honra.  See  his  Para 
Todos.  edition  of  1645,  fol.  29,  v.,  where  she  is  called  "unica  en 
todo."  In  1636-37  Antonia  and  her  husband  were  in  the  com- 
pany of  Tomas  Fernandez  Cabredo,  receiving  16  reals  daily  for 
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maintenance  and  21  reals  for  each  perfoittiance,  besides  four 
mals  far  traveling.  In  1637  she  acted  in  the  autos  Jn  Madrid, 
receiving  a  gratuity  of  25  ducats.  In  the  follo^ng  year  she  wi 
her  husband  lived  in  the  Calle  del  Amor  de  Dios,  Madrid,  xoL 
mortgaged  a  house  in  the  Calle  de  Francos,  corner  of  the  Calle  dd 
Nino,  to  pay  a  wet-nurse  for  nursing  their  daughter  Fnmdset 
for  forty-one  months,  at  three  and  a  half  ducats  per  month.  Thejf 
had  three  other  children;  Lui$a,  Manana,  and  a  son  DaimvL 
The  whole  family  was  received  into  the  Cofradia  de  la  Noma 
April  26,  1631.  In  1643  and  1643  Antonia  Manuela  was  actfflf 
damas  in  her  husband's  company  in  Seville,  where  they  represented 
autoi.  and  in  1645  in  Valladolid.  (M.  y  M.,  p.  567,) 

Antonia  Makuela  and  her  husband  Alejandro  de  la  Vffl* 
were  in  the  company  of  Jose  Garcia  dc  Prado  in  Seville  in  l6jt 
In  1663  Antonia,  then  a  widow,  was  in  the  company  of  Framia 
Lopez  in  Seville,  and  in  1665  she  belonged  to  the  company  of  FfliJ 
Fascual.  In  1668  she  managed  a  company  in  Seville,  and  il» 
in  1675.  She  also  appeared  in  the  latter  year  in  EscamiUa's  ooo- 
pany.     (Perez  Pastor,  Calderon  Doc,  \,  p.  341.) 

Antonia  Maria,  actress  in  the  company  of  Juana  de  Coaa* 
in  Seville  in  1660. 

Antonio  (Josephe),  actor  in  the  company  of  Jose  Gatcii  ^ 
Prado  in  Seville  in  1658,  and  in  Felix  Pascual's  compaiij  i« 
1665-70?  He  and  his  wife  Josepha  de  Salazar  were  in  tht 
company  of  Carlos  de  Salazar  in  Seville  in  1676.  His  full  n*W 
was  Jose  Antonio  Guerrero.  He  was  still  living  in  1699  and  W 
a  son  Jose  Andres  Guerrero,  who  played  fourth  galanes  in  Valeadi 
in  1694. 

Amtonio  (Juan),  actor  in  the  company  of  Antonio  de  Pni» 
in  1639.  His  name  occurs  in  the  cast  of  Calderon's  Tnjya  ahfUtit 
(1644). 

Antonio  (Juan),  quarto  galan  in  the  company  of  Antonio dt 
Escamilla  in  1 661,  in  Jose  Carrillo's  company  in  1663.  and  witi 
E^scamilla  again  in  1671;  in  1670  he  was  barba  in  Mun"! 
Vallejo's  company,  and  in  1674  he  was  in  the  company  of  M4^ 
dalena  Lopez.  The  full  name  of  this  actor  seems  to  have  b«B 
Juan  Antonio  de  Agramonte.  An  actor  named  Antonio  is  raca- 
tioned  by  Rojas,  Viage  entreUnida,  p.  467,  as  a  member  of  ^ 
company  of  Rios. 
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Antonio  (Luis),  member  of  the  company  of  Antonio  dc  Prado 
in  1632.  An  actor  named  Antonio  appeared  in  Lope's  Quien  mas 
no  puede  (1616)  in  Cebrian's  company^,  and  in  Lope's  Le  Conpe- 
tencia  en  tat  Nobles  ( 1628). 

Antonio  (Marco)  was  in  the  company  of  Diego  Lopez  de 
Alcaraz  in  1603-04.  He  and  his  wife  Ma^ria  de  Avtola  were  in 
the  company  of  Domingo  Balbin  in  1613.  Marco  Antonio  and 
his  wife  arc  mentioned  as  early  as  Oct.,  1583,  as  executors  of  the 
will  of  Maximiliano  Milimino.  {N.  D.,  p.  335.)  There  was  a 
Marco  Antonio  in  Vallejo's  company  in  1633. 

Aparickj  (Bernardo),  actor  (?)  lived  in  the  Calle  de  Francos 
"in  his  own  house"  in  1662. 

Aparicio  (Mariana  de),  wife  of  Juan  de  Aldama;  both  were 
in  the  company  of  Hernan  Sanchez  de  Vargas  in  1633—34,  '^^^  ^^ 
the  company  of  Andres  de  la  Vega  in  1636—37,  she  taking  second 
parts. 

Aragon  (Francisco  de),  second  musico  in  the  company  of 
Magdalena  Lopez  in  Seville  in  1677. 

Aragon  (Juan  de),  actor  in  a  joint  company  in  1604.  There 
was*  also  an  actor  of  tKe  same  name  in  the  company  of  Magdalena 
Lopez  in  1674. 

Aranda  (Blas  de)  and  his  wife  Juana  de  Segura,  whom  he 
married  in  Valladolid  in  1607,  were  in  the  company  of  Hernan 
Sanchez  de  Vargas  in  1611-12.  He  was  in  the  same  company  in 
Seville  in  [614,  as  baitarin. 

AratiTOA  (Luisa  de),  wife  of  the  autor  de  comediaf  Francisco 
Agavaro  Valdes  in  1588. 

Aranda  (  Pedro  de),  actor  and  dancer  in  the  company  of  Juan 
Acacio  in  Seville  in  1619. 

Arce,  V,  Arze. 

Arcos  (Sebastian  de),  calcetero,  in  charge  of  a  carru  at  the 
Oirpus  festival  in  Seville  in  1560  and  ig6i.  He  was  manager  of 
a.  company  in  1580. 

AjtetLANo  (Francisco  de),  actor  in  Madrid  in  1584. 

Arellano  (GaECiORio  de),  actor  in  a  joint  company  in  1604- 
1605,  vdth  Anton  Alvarez.,  Vicente  Ortiz,  and  others.  The  name 
acurs  in  the  cast  of  Lope's  La  Ditcordia  en  hs  casados  ( 161 1). 

AJtOURLLo,  actor  in  the  company  of  Alonso  Riquelme  in  16 10. 

Arguello  (Maria  de),  wife  of  Pedro  Barona  or  Varona;  she 
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was  a  member  of  the  company  of  Alonso  Riquelme  in  1610,  and 
appeared  in  Lope's  La  buena  Guarda.  In  1 6 19  she  belonged  to 
the  company  of  Antonio  Martinez  from  Jan.  i  to  Dec.  31. 

Arias  (Damiana  de),  first  wife  of  the  actor  Mateo  de  Godoy 
(1639-62). 

Arias  (Francisco),  son  of  Damian  Arias  and  Luisa  de 
Reinoso,  belonged  to  the  company  of  Manuel  Vallejo  in  1631. 

Arias  (Juan),  actor  in  Heredia's  company  in  1627,  when  he 
appeared  in  Lope's  Del  Monte  sale. 

Arias  de  Penafiel  (Damian),  praised  by  Caramuel  and 
others  as  the  greatest  actor  of  his  day.  In  161 7  he  appeared  as 
Don  Juan  in  Alarcon's  Las  Paredes  oyen,  on  its  first  performance. 
His  wife  was  Luisa  de  Reinoso,  and  both  were  in  Heredia's  com- 
pany In  16 1 9.  He  seems  to  have  been  in  the  company  of  Juan  de 
Morales  Medrano  in  1621  {Bull.  Hisp.  (1908),  p.  244)  and 
was  a  member  of  the  company  of  Manuel  Vallejo  in  1622,  and 
of  Juan  de  Morales  Medrano's  company  in  1624.  In  1625  he 
owned  a  house  in  the  Calle  de  Loreto,  parish  of  San  Sebastian, 
Madrid.  {B.  H.  (1908),  p.  252.)  In  1631  (April)  he  and  his 
wife  and  two  children,  Francisco  Arias  and  Luisa  de  Penafiel, 
were  in  the  company  of  Vallejo.  Cotarelo  {Tirso  de  Molina, 
p.  206)  says  that  he  was  in  Roque  de  Figueroa's  company  in  July, 
1 63 1.  He  had  a  company,  then  managed  by  Pedro  de  Ortegon, 
in  Seville  at  Shrovetide  of  this  year.  (S.- A,  p.  271.)  He  appeared 
in  Lope's  El  Poder  en  el  Discreto  (1624),  and  in  1634  he  was 
again  in  Vallejo's  company,  his  name  appearing  in  the  cast  of 
Lope's  Castigo  sin  Venganxa,  written  in  that  year.  He  had  a 
company  in  1636-38,  and  represented  the  autos  in  Seville  in  the 
former  year.  Prior  to  1638  he  had  been  in  the  company  of 
Heredia  in  Lisbon.  (Rosell,  Vol.  I,  p.  369.)  In  1640  he  and 
Luis  Lopez  de  Sustaete  had  a  joint  company  and  represented  autos 
at  Madrid.  In  1643  he  was  acting  in  the  company  of  Manuel 
Vallejo  in  Seville,  and  is  said  to  have  died  in  Arcos  in  that  year. 
He  first  represented  Lope's  comedia  El  Prodipio  de  Etiopia. 

Arquer  or  Arques  (Rafael)  and  his  wife  Maria  de  E^pinosa 
were  members  of  AvendaAo's  company  in  1632.  In  1645  he  was 
acting  in  Valladolid,  apparently  in  Antonio  de  Prado's  company. 
(M.  y.  M.,  p.  567.) 
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A.1R0V0  (AcusTiN  de}.  actor  and  musician  m  the  company  of 
Pedro  de  Ortcgon  in  Seville  in  1635. 

Aruoyo  (Domingo  Ochoa  db)j  v.  Ochoa  db  Arrovo. 

Arroyo  (Josi  de),  actor  In  the  company  of  Lorenzo  Hurtado 
«nd  mutka  in  Seville  in  [645. 

Arteaca  {Andrea  de) 

Arteaga  (Catalika  de) 

Arteaca  (Clementede) 

Arteaoa  (Eugenia  de) 

Arteaca  (FraKCISCade),  these  five  children  of  Francisco  de 
Arteaga  and  his  wife  Maria  Perez  were  members  of  the  company 
of  Manuel  Vallejo  in  Seville  in  1631-32  and  CaCalina  and 
Andrea  were  with  Vallejo  in  1643. 

Arteaga  (Francisco  de)  and  his  daughter  Maria  Alvarez 
were  in  the  company  of  Alonso  dc  Olmedo  in  1631.  {BalL  Hbp. 
(  1908),  p.  244.)  He  was  a  member  of  the  company  of  Domingo 
Baibin  from  1623  till  Shrovetide,  1624,  In  1633  he  was  in  the 
company  of  Juan  Bautista  Espinola,  with  his  daughter  Maria  de 
Morales  {tic).  Sec  NueVQs  Datos.  pp.  2oo,  229;  Sanchez- Arjona, 
p.  185.  In  1655  he  was  in  Alonso  de  Olmedo 's  company  in 
Seville;  in  1643  he  was  in  Valleja's  company,  and  in  1654  in  the 
company  of  Esteban  Nunez  in  Seville.     His  wife  was  Maria  Perez. 

Arteaga  (Juan  de),  autor  de  tomed'ms,  who,  with  Melchor 
de  Leon,  represented  the  autQs  at  Corpus  in  Seville  in  1606.  This 
is  probably  the  Artiaga  mentioned  as  an  actor  (before  1603)  by 
Rojas,  Viagr.  p.  13. 

Arteaca  (Maria  or  MARrouiTA  de),  daughter  of  Francisco  de 
Arteaga,  was  in  Vallcjo's  company  in  1632.  Sec  Roscll,  I,  p.  277. 
In  1635  she  played  fourth  parts  in  the  company  of  Alonso  de 
Olmedo. 

Arteaga  (Pedro  de),  perhaps  a  brother  of  the  preceding,  and 
a  member  of  the  same  company  in  1635. 

Artegui  (Pedro  de),  (tutor  df  eomtdias  in  1634,  when  his 
crmipany  represented  before  the  King.  {Avtri^uadw.X.)  Perhaps 
Artegui  is  3  mistake  for  Arteaga. 

Arze  (Bartulome  CaLVo  de)  was  in  the  company  of  Nicolas 
dc  lo*  Rios  in  1603,  and  seems  to  have  been  In  the  same  company 
for  some  years  prior  to  this  date.    In  1609  he  and  his  wife  Isabel 
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Ana  belonged  to  the  company  of  Rios  in  Seville.  In  1622  he  and 
Isabel  Ana  were  in  the  company  of  Cristobal  de  Avendaiio,  and 
in  1624  in  that  of  Juan  de  Morales  Medrano.  v.  Rojas,  Viafe, 
pp.  12,  14,  and  466. 

Arze  (Jose),  actor  in  Roque  de  Figueroa's  company  in  1631. 

Arze  (Juan  de)  of  Salamanca,  musico  in  the  cornpanjr  of 
Diego  Vallejo  in  l6ig,  and  in  the  company  of  Manuel  Vallejo  in 
1622.    In  1623  he  was  with  Juan  Bautista  Valenciano. 

Arze  (Pedro  de),  native  of  Cuenca,  actor  in  the  compaay  at 
Gaspar  de  Porrcs  from  Jan.,  1605,  till  Shrovetide,  1607. 

AsCANio  (Pedro  de)  and  his  wife  Antonia  Infanta  were  mem- 
bers of  the  company  of  Antonio  de  Rueda  in  1639  and  1640, 
she  playing  third  parts  and  la  primera  parte  del  sayntte  in  1639 
and  damas  in  1640.  (N.  D.,  p.  304;  S.-A.,  p.  337.)  In  1638 
Rueda  and  Ascanio  had  a  company  together,  'when  the  /m  oi 
Benaventc,  Vol,  I,  p.  366,  was  probably  represented.  They  al» 
gave  ninety  performances  in  Lisbon  between  Nov.  15,  1638,  an^i 
Shrovetide,  1639.  {N.  D.,  p.  290.)  In  1643  Ascanio  reprcsentd 
the  autos  in  Madrid.  In  this  year  Zabalcta  wrote  for  htm  At 
comedia  La  Honra  vive  en  los  Muertos.  { Paz  y  Melia,  Catdhft. 
No.  3875.) 

AsTORGA  Y  Valcazar  (Maria  de),  V.  Valcazar. 

AsTURiANA  (La),v.  Roman  (Maria). 

Avellaneoa  (Sebastian  de),  autor  de  comeduu  (  1635-40*)- 
I  only  find  him  mentioned  in  Gallardo,  II,  p.  667. 

AvENOANO :  there  was  an  actor  by  this  name  at  the  close  «f 
the  sixteenth  century,  whom  Rojas  calls  a  famaso  repretenUBtt 
y  apacihle  poeta;  he  is  also  mentioned  by  Suarcz  de  Figuctit  is 
1615,  as  being  already  deceased.  He  was  probably  Lope  if 
Avendano,  the  father  of  Cristobal  de  Avcndano.      (Rojas,  f**f- 

P-  131-) 

Avendano  (Agustin  de),  actor  in  Valladolid  in  1602.  (Mjrt> 
y  Monso,  Estudios,  p.  566.) 

Avendano  (Antonio  de)  of  Granada,  mu$kt>  in  the  caia^l 
of  Juan  Acacio  in  Seville  in  1619. 

Avendano  (Cristobal  de),  actor  and  famous  autor.    PertaC 
he  was  the  "Avendano,  un  mozo"  who  was  in  Rodrigo  Qsorio* 
company  in  Valencia  \n  1588{?).     Sec  Cotarelo,  Lope  d 
p.  30.    His  full  name  was  Cristobal  de  Avendano  Sasieti 
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161 1  he  acted  in  the  company  of  Baltasar  Pinedo,  {Bib. 
Atadrilena,  III,  p.  325.)  In  1613  he  belonged  to  the  company  of 
Battasar  Pinedo;  in  i6ig  he  and  his  wife  Maria  Candau  (q.  v,) 
were  in  the  company  of  Tomas  Fernandez,  and  in  1620  in  that  of 
Juan  Bap.  Valenciano,  appearing  in  Claramonte's  Infeike  Dorotea. 
He  managed  a  company  at  least  as  early  as  1620  {Bull.  Hisp. 
(1907),  p.  385).  In  which  year,  and  again  in  1631  and  1626,  he 
represented  atitas  in  Madrid.  In  1622  his  company  produced 
Lope's  L(t  Juventud  dc  San  hidro.  On  July  I,  1 623,  he  left 
Madrid  to  give  fifty  representations  in  Valencia.  In  March,  1623, 
Avendano  aRtced  with  Juan  dc  Morales,  Manuel  Vallejo,  and 
Juan  Bautista  Valenciano  to  represent  on  the  public  stage  erected 
in  Madrid  on  the  reception  of  the  Prince  of  Wales.  {Bull,  Hisp. 
(1908),  p.  248.)  In  1625,  1627,  and  1629  he  represented  auto! 
in  Seville,  and  in  1628  he  performed  in  La  Monteria,  In  1 63 1  he 
again  took  his  company  to  Valencia,  beginning  to  play  at  Easter. 
In  this  year,  on  St.  John's  eve,  he  represented  Lope's  La  Noche  de 
San  Juan.  He  often  performed  before  the  King,  notably  in  April 
and  May,  1623;  in  1632,  when  he  produced  Lope's  Hermosa  Fea 
and  Noche  de  San  Juan,  and  in  1635.  Other  comedias  of  Lope 
first  brought  out  by  him  were:  El  Medico  de  su  Hanra,  Lanza  par 
Lernza,  and  La  Paloma  de  Toledo.  He  was  one  of  the  founders 
of  the  Cofradia  de  Nuestra  Senora  de  la  Novena,  in  1624,  Ac- 
cording to  a  letter  of  Lope  de  Vega  the  company  of  Avendano  in 
1633  met  with  only  indifferent  success.  (Barrera,  Nueva  Bio- 
grafia,  p.  651.)  In  1635  his  company  gave  eight  private  per- 
formances before  the  King;  of  these  five  were  between  May  14 
and  June  10,  and  three  on  Nov.  8,  20,  and  26.  I  copy  the  cntrj': 
"En  Madrid,  a  lo  de  Octubre  1635,  a  Francisco  de  Alegria, 
arrendador  de  los  corralcs  de  la  comedia,  1050  reales  por  cinco 
particulares  que  hizo  a  S.  M.  Cristobal  de  Avendano."  Again: 
"En  27  dc  Novicmbre  1635,  600  rcalcs  portrcsparticularcsquehizo 
i  S.  M."  {Averiguador,  I,  p.  74.)  Why  the  money  was  paid  to 
Alef^rfa  and  not  to  Avendaiio  we  cannot  answer.  Was  Avendano 
indebted  to  Alegria?  or  did  he,  perhaps,  die  before  May  14,  1635? 
3ce  Sanchez-Arjona,  p,  296,  and  under  Candau  (Maria).  For 
tif  company  in  1622,  v.  Dates  dticonocidos,  p.  297;  in  1623, 
f.  Nuevot  Datos,  p.  194;  in  1632,  v.  Cotarelo,  Tirso,  p.  202,  He 
Jftt  represented  Tirso's  Celoi  con  Crhi  se  curan  (1625), 


428     SPANISH  ACTORS  AND  ACTRESSES 

AvENDANO  (Cristobal  de),  actor  in  the  company*  of  Tonal 
Fernandez  in  1620,  when  he  is  described  as  being  more  dun 
twenty-five  years  old.  Perhaps  a  son  of  the  preceding.  {Bali. 
Hup.  (1907),  p.  585.)  Fernandez  Guerra,  Jlareon,  p,  380,  mm 
tions  "Josefa,"  wife  of  Cristobal  de  Avendano,  el  Aft>m«. 

AvENDANO  (Lope  de)  represented  one  of  the  autos  at 
in  Seville  in  1588  and  1600.  Sec  Avendano,  above,  and 
lowing. 

Avendano  (Sebastian  de  Sasieta)  and  his  wife  Jeronimadr 
Salcedo  were  players  in  Valladolid  in  1604,  in  the  company  of 
Pincdo(?).  (Marti  y  Monso,  p.  566.)  But  (ibid.}  we  also  fo<i 
"Lope  dc  Sasieta  Avendano  y  su  raugcr  Jeronima  dc  Sikedo, 
comcdiantcs," 

AviLA  (Diego  de)  and  his  wife  Mariana  de  Mirabete  took  ptfl 
in  the  festival  at  the  village  of  Mostoles,  at  Corpus,  1619.  la  liU 
he  was  in  Antonio  de  Prado's  company. 

AvtLA  (JerOnIMo  de),  actor  in  Valtadolid  in  1644  ui  the  oocb- 
pany  of  Francisco  de  Guzman  Morales.  In  1 645  he  married  tk 
actress  Gregoria  Delgado  de  la  Cruz  in  Valladolid,  when  boA 
seem  to  have  been  in  the  company  of  Bartolome  Romera  (M.  f 
M.,  p.  567.) 

AvTLA  (Juan  de),  actor  in  a  joint  company  in  1604,  and  in 
the  company  of  Melchor  de  Leon  in  1607.  See  also  PclUott, 
I,  6g.  There  was  a  Juan  de  Avila  in  the  company  of  Akms* 
Velazquez  in  1 598 ;  perhaps  the  same. 

Avila  (Pedro  de),  actor  in  the  company  of  Alonso  de  Herein 
in  1 61 4;  latest  date  1628. 

AviNON  (Juan  de)  married  the  actress  Isabel  de  Lerma  in 
Valladolid  in  1605,  when  both  were  in  the  company  of  Ri*- 
(Marti  y  Monso,  Estadios.  p.  566.)  He  was  a  member  of  d» 
company  of  Baltasar  Pinedo  in  1613. 

Aviola  (Maria  de),  wife  of  Marco  Antonio;  both  were  tn  tlf 
company  of  Domingo  Balbin  in  161 3. 

Ayala  (Cristobal  de),  actor  in  the  company  of  AIooid 
Velazquez  in  1598. 

Ayala  (Grecorio  de)  and  his  daughter  Josef  a  dc  Ayala  joined 
the  company  of  Juan  Roman  in  March,  1639.  and  in  April  165*^ 
he  was  in  the  company  of  Juan   Rodriguez  dc  Antriago.    1« 
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1641  he  and  Joscfa  de  Ayala  (then  called  his  wife)  were  in  the 
company   of    Bartolomc    Romero    m    Seville.      (Sanchcz-Arjona, 

p.  367) 

AVALA  (Hernando  de),  member  of  the  company  of  Pedro  de 
Plata  in  !587-     He  was  then  "more  than  twenty-five  years  old." 

Ayala  (Josefa  de),  daughter  of  Gregorio  de  Ayala,  q.  v.     In 

1642  she  played  second  parts  in  Bartolome  Romero's  company  in 
Seville, 

AvALA  (Juan  Antonio  de),  called  Cuatro  ojot,  of  Ecija;  he 
mairied  a  sister  of  Jose  Carrillo,  and  was  in  the  company  of  Juana 
de  Cisneros  in  Seville  in  1660;  in  1670  he  was  in  Manuel 
Vallejo's  company,  and  in  ^671  with  Antonio  de  Escamilla  as 
Sarba. 

Ayala  (Luisa  de),  sister  of  Josefa(  ?)  atid  in  the  same  com- 
pany in  1642. 

Ayala  (Pedro  de)  played  first  parts  in  the  company  of  Fran- 
ciwro  Galindo  in  1637-38. 

Avora  (Juan  de),  cobrador  in  the  company  of  Antonio  de 
Escamilla  in  1661. 

Avuso  (An'a  de),  actress  in  the  company  of  Juan  Perez  de 
Tapia  in  Seville  in  1662. 

Ayuso  (Feliciana  de),  wife  of  Bias  de  Navarrete;  both  were 
in  the  company  of  Francisco  Gutierrez  in  Seville  in  1668;  in 
Antonio  de  Escamilla's  company  in  1672  and  1673  (in  the  latter 
year  she  did  not  represent  at  Corpus  on  account  of  illness)  ;  in 
Manuel  Vallejo's  in  1674,  1675,  and  1676. 

AYtJSO  (Jose  de),  called  Mdtalo-todo,  actor  in  1651,  and 
f^braJor  with  Francisco  Garcia  in  1665. 

Aydso  (Miguel  oe)  and  his  wife  Luisa  de  Reinoso  were  in 
the  company  of  Claramonte  from  Jxine  19,  1614,  till  Shrovetide, 

1615. 

AzNOTE  (Gabriel),  actor  in  the  company  of  Nicolas  de  los 
Rios  in  1609. 

Azores  y  Avila  (Catahna  db),  wife  of  Antonio  Granados, 
at  the  time  of  his  death,  after  June  8,  1641. 

Azua  (Dieco  de)  belonged  to  the  company  of  Baltasar  Pinedo 
in  161 1,  and  was  a  member  of  the  company  of  Cristobal  de  Aven- 
4ario  in  1 633. 
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Balbin  (Domikgo),  famous  aytor  of  Toledo,  was  an  actor  in 
the  company  of  Caspar  de  Petra  (Forres?)  in  Valladolid  in  i6o4> 
(Marti  y  Monso,  Estudios,  p.  566.)  His  wife  was  Isabel  dc  Berriz. 
His  company  represented  autQs  at  Madrid  in  1 609  and  at  Seville  ia 
1613.  In  July,  1623,  he  represented  five  comedias  before  the  King; 
he  first  produced  Lope's  Gran  Cardenat  de  Behn  and  El  Caballtn 
del  Sacramento.  Latest  date  March  30,  1625.  For  his  company 
in  161 3,  sec  Sanchez-Arjona,  Analts,  p.  1 54, 

Balbin  (D*  Maria),  sister  of  the  preceding  and  wife  of  Diego 
de  Cardenas  in  1634,  She  took  part  in  the  Corpus  festival  it 
the  village  of  Yebenes  in  i635j  ^nd  at  the  festival  of  Our  Ladf 
at  San  Roque  in  1636,  playing  first  parts.  She  ivas  still  living 
in,  1640. 

Balcazar,  v.  Valcazar. 

Balmacbda,  V,  Valmaceda. 

Baltasara  (La),  v.  Reyes  (Baltasara  de  los), 

Banuelos  (Juana),  actress  in  the  company  of  Fraxictso 
cia  (Papilo)  in  1665. 

Barato  (Anton),  member  of  the  company  of  Manuel  Vallejo 
in  1623. 

Barba  (Beatriz)  of  Rioseco  married  Juan  Rodriguez  in  VaUa- 
dolid  in  1651,  both  being  then  in  the  company  of  Carlos  dc  Tapi*. 
(M.  y  M.,  p.  567.) 

Barbosa  (Miguel)  and  his  wife  Isabel  de  Acosta.  both  ftf 
Lisbon,  were  in  the  company  of  Diego  Vallejo  in  Seville  in  1619. 

Barco,  actor  in  the  cast  of  La  beUigera  Espanttla  (printed  tfl 
1616).    V.  Restori,  Studj  di  Fil.  Rom.,  Fasc.  15,  p.  9a. 

Baroas,  V.  Vargas. 

Barona  or  Varona  (Pedro)  was  in  the  company  of  AnmiR 
Granados  in  1613;  in  1619  he  find  his  wife  Maria  de  Argiklip 
were  in  the  company  of  Antonio  Martinez. 

Barrio  (Baltasar  oe),  actor  in  a  joint  company  to  represaif 
in  Borox  at  Corpus  in  1604?  he  was  an  autor  in  161 1.  Perhaps 
this  name  should  be  Barrios. 

Barrio  (Cristobal  de),  member  of  the  company  caUed  La> 
Andalucet  from  March  1 5,  1605,  to  Shrovetide,  1606. 

Barrionuevo,  actor  fn  the  cast  of  La  Paciencia  en  U  Forlmu 
(about  1640?).     (Restori,  Studj.  p.  143.) 

Barrios   (Ana  de),  born  in  Naples  and  the  daughter  oi  • 
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washerwoman.  She  was  adopted  by  the  actor  Jacinto  dc  Barrio$, 
became  an  actress,  and  was  in  the  company  of  Roque  de  Figueroa 
in  Valencia  about  1 649,  and  in  that  of  Pedro  dc  la  Rosa  in  1650. 
She  married  Felipe  de  Velasco.  (Gallardo,  Ensayo.  Vol.  II,  p.  667. 
Sec  also  PcUicer,  Vol.  H,  p.  22.) 

Barrios  (Antoxio  db),  actor  in  the  company  of  Diego  Lopez 
de  Alcaraz  in  1603. 

Barrios  (Jacinto  db)  played  third  parts  in  the  company  of 
Pedro  de  la  Rosa  at  Seville  in  1639. 

Bartolico,  actor  mentioned  by  Rojas,  Viage  entreiemdo.  p,  465, 

Basurto,  v.  Lopez  Basurto  (Diego). 

Batanes  (Juan  de),  joint  lessee  with  Antonio  Correa  Muniz 
of  the  corral  La  Monteria  in  Seville  in  1639. 

Bautista  (Alejandro),  galan  in  a  company  in  Zaragozn  in 
1635,  playing  in  Ei  Diablo  Predkador.   (Barrera,  Catalogo,  p.  30.) 

BAunsTA  (Juan),  v,  Valenciano. 

Bautista  (Juan)  of  Seville,  sculptor  by  profession.  He  was 
an  autt>r,  taking  part  in  the  Corpus  festival  at  Seville  in  1576, 
'577*  1579.  1582,  1584,  1585-86,  and  1589.  He  seems  to  have 
been  the  same  person  as  Juan  Bautista  dc  Aguilar.  v.  S.-A.,  p.  82. 
He  is  mentioned  by  Rojas  as  a  writer  and  actor.  The  Bautista 
who  was  in  Osorio's  company  in  I588(?)  in  Valencia  was  Juan 
Bautista  de  Villalobos,  q.  v,    v,  Cotarclo,  Lape  de  Rutda,  p.  30. 

Bazan  (Francisca),  wife  of  the  autor  Lorenzo  Hurtado  de  la 
Camara,  q.  v. 

Bazan  (Isarel),  second  wife  of  the  actor  Mateo  de  Godoy, 
She  died  in  Seville  in  1658. 

Bazan  (Juan),  musician  who  took  part  in  the  Corpus  festival 
at  the  villa  del  Escorial  in  1619, 

Beatricica,  v,  Vblasco. 

Beatriz,  v.  Velasco. 

Beatrix  Jacinta,  actress  playing  fifth  parts  in  the  company  of 
BirtolDmc  Romero  in  Seville  in  1642  and  1643. 

Becerha,  sutor  de  eomtdi&s  in  Jacn,  who  was  licensed  to  repre- 
sent Lope's  Conttenda  de  Diego  Garcia  de  Paredei  in  that  city  on 
J»n,  17.  1614. 

BecERRA  Faxardo  (Francisco),  second  gracioso  in  the  com- 
pany of  Alonso  de  Olmedo  and  Luis  Bernardo  de  Bovadilla  in 
1638.    This  is  perhaps  Francisco  Antonio  Becerra,  who  was  acting 
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in  Valladolid  in  1 642.  Hts  wife  was  Cataliiia  dc  Silva.  (M.  f  M., 
p.  566.) 

Becerul  (Jacinto  db),  in  the  company  of  Francisco  Vdez  it 
Guevara  and  others  in  1659. 

Belbis  (Jose  DE),  member  of  Bernardo  dc  la  Vcga't  compaoir 
in  Seville  in  1672. 

Bella  (AnTOKIO  db  la)  and  his  wife  Luciana  de  la  BtlU 
were  in  the  company  of  Tomas  Diaz,  el  Labrador^  in  SeviUe  ia 

1643. 

Bella  (Luciana  db  la)  ,  v.  preceding. 

Benaventk  (Antonio  DE),  actor  In  the  company  of  Gabrid 
de  Espinosa  in  Aug.,  1638,  to  represent  the  comedias  Pngnt  j 
FUomena  and  Nunca  mucho  coito  poco  at  Colmenar  Vicjo. 

Benavides  (Juan  de),  "de  la  villa  de  Alcanices  en  la  ttem^ 
Campos";  member  of  the  company  of  Antonio  Granados  in  i6ij 
and  of  Alon$o  de  Villalba*s  in  161 4.  In  1 61 9  he  was  in  the  com- 
pany of  Cristobal  Ortiz  in  Seville,  and  in  1 62 1  in  that  of  Alonw 
de  Olmedo.  {BuH,  Hup.  ( 1908) ,  p.  244.)  He  is  also  called  Juin 
Enrique  de  Benavides. 

Benet  (Jusepe),  muficQ  in  the  company  of  Agustin  Manuel 
dc  Castilk  in  1677-78. 

Benito  [de  Castro],  actor  in  the  company  of  Riquclme  in 
1607  and  1610.  He  appeared  in  Lope's  La  buena  Guarda  (ibto): 
El  Bastardo  Mudarra  (1612);  La  Dams  boba  (l6ij);  tods' 
Stmbrar  en  buena  tierra  ( 1616)- 

Benzon  (Luisa),  wife  of  Jusepe  Gonzalez;  both  were  in  tlw 
company  of  Alonso  de  Cisncros  and  Melchor  de  Villalba  for  two 
years  (1595  and  1596).  The  first  year  they  received  14  rab 
"paid  each  day  for  each  representation,"  and  the  second  year  t5 
reals  daily,  besides  5  ducats  for  maintenance  in  each  year,  »ai  tbo 
a  doubloon  dr  a  cuatro  for  washing,  "as  is  customary,  and  as  Otber 
auloret  give,  and  free  transportation  in  addition." 

Bekmudez  de  Castro  (Miguel),  with  his  company  nf^ 
sentcd  m  the  CoOseo  of  Seville  in  1654.  He  was  a  native  of  San- 
tiago de  Galicia,  and  married  first  Maria,  de  Salas  and  then  Fabtafli 
Laura,  from  whom  he  was  shortly  afterward  divorced.  He  be- 
longed for  a  while  to  the  company  of  Jose  de  Salazar  and  pl<>^ 
the  parts  of  gaian,  and  afterward  barbs.     In  1660  be  returned  n> 
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Seville  with  his  wife  Fabiana  Laura,  in  the  company  of  Frandsco 
Lopez.    He  died  in  1676. 

Bernabela  CJuana),  wife  of  Jose  de  Salazar,  autor,  who  repre- 
sented at  Corpus  in  Seville  in  1626.  He  returned  in  1628  artd 
again  represented  the  nutos  in  1650,  when  Juana  Bernabela  re- 
ceived a  gratuity  of  500  reals.  There  is  a  Juana  Bernabela  de- 
scribed as  the  wife  of  the  autor  Juan  Rodriguez  de  Antriago  and 
a  member  of  his  company  in  1639,  doubtless  the  same  person. 

Beknal  y  Acacio  (Juan  Francisco),  actor  in  the  company 
of  Pedro  de  la  Rosa  in  1657. 

Bernaldjno,  see  under  Alvarez  (Bernardino). 

Bernarda  and  her  sister  Maria  were  members  of  Figueroa's 
company  in  1631— 32(?);  they  appeared  in  Benavente's  entreroes 
El  TaUgQ,  v.  Rosell,  I,  pp.  109,  522.  On  p.  232  we  learn  that 
Bernarda  is  the  wife  of  Robles.  Thi^  is  probably  Bernarda  Rami- 
rez, q.  v. 

Bbrnarda,  actress  in  the  company  of  Manuel  Vallejo  (about 
1632?),  is  probably  Bernarda  Gamarra,    (Rosell,  I,  pp.  277,  300.) 

Bernarda,  v.  Gamarra,  Ramirez,  Teloy,  Villaroel, 

Bernarda  Manuela,  called  la  Grifona,  was  the  daughter  of 
Jeronima  de  Vargas.  (Perez  Pastor,  Calderon  Documentor, 
I,  p.  265.)  She  was  in  Antonio  de  Prado's  company  in  1650,  and 
in  1659  played  second  parts  in  the  company  of  Sebastian  de  Prado 
and  Juan  de  la  Calle.  In  l65l  she  acted  third  parts  in  Seb.  de 
Prado's  company,  and  in  1662  was  with  Simon  Aguado  and  Juan 
Ac  la  Calle.  In  1664  she  was  stgunda  in  the  company  of  Bartolome 
Romero  and  Calle,  and  in  1665,  1670,  1671,  1677,  and  1678 
in  Antonio  de  Escamilla's  company;  in  1673  she  was  with  Felix 
Pascual,  and  in  1674,  1675,  1676,  1679,  and  1680  in  the  company 
of  Manuel  Vallejo.  In  1 68 1  she  was  tercera  in  Juan  Antonio  de 
Carvajal's  company.  From  the  Enlremei  de!  Nino  CabaUero  by 
Solis  {Comtdias,  1 68 1,  p.  55),  which  was  acted  in  the  Colisco  del 
Buen  Rctiro  in  1658,  it  seems  to  follow  (see  p.  57.  col.  i)  that 
Bernarda  Manuela  was  at  that  time  the  wife  of  Cosmc  Perez, 
Tlte  name  Beatrtz  Ramirez  (p.  54}  is  a  mistake  for  Bernarda 
Ramirez,  who  was  also  in  the  same  company.  See  also  the  En- 
r»fntt  del  Salta  en  Banco  (p.  63),  in  which  Bernarda  [Ramirc*], 
jemarda  Manuela,  Luisa  and  Mariana  Romero,  la  Befona,  Maria 


434     SPANISH  ACTORS  AND  ACTRESSES 

dc  Prado,  and  Maria  Quinones  appeared.  And  see  the  tafnrU  K 
the  conclusfon  of  Solis's  Euridice  y  Orfeo.  the  passage  be^nning 
with  the  stage  direction:  "Canta  Bern&rda  [^onuWa],  kayland^ 
Cosme"  (Foesiai,  ed,  1692,  pp.  184,  214.)  Under  date  oi 
Aug.  29,  1654,  Barrionuevo  (Avisos,  I,  p.  40)  writes:  "A  U 
Grifona,  amiga  del  Condestablet  han  condenado  ai  em  pa  red  am  lento 
de  Baeza,  que  es  un  encerramiento  cruel,  sin  comunicacion  coft 
persona  humana."  Oct.  4,  1656:  "Escapose  del  enccrraniiento  de 
Toledo  la  Grifona  .  .  .  se  metio  en  uno  de  los  coches  ordinaries 
con  un  rebozOj  y  se  vino  a  Madrid  en  compania  de  un  Andres  Dim. 
escribano  .  .  .  que  hoy  le  tienen  preso  para  que  diga  donde  esti 
porque  ella,   en  Llcgando,  tomo  las  de  Villadiego."      (Vol,  10, 

P-  15.) 

Bernardino,  v,  Alvarez  (Bernardino). 

Bernardo,  graeioso  in  the  company  of  Avendano,  about  1632: 
his  name  occurs  in  the  cast  of  Tirso's  Celos  con  Celot  se  mrm 
( 1625),  as  played  by  Avendano's  company.  See  Rosell,  I,  p.  314 
and  II,  p.  ^29.  He  seems  also  to  have  been  in  AvendaiioV  coO' 
pany  in  1626.  (Fhr  de  Entremeses  (1657),  p.  122.)  An  tCtcT 
named  Bernardo  appeared  in  Belmonte's  A  tin  fiempo  Rry  y  FauU* 
in  1642,  as  "Pasquin,"  and  evidently  also  a  gracioso.  This  was pn)b»' 
bly  Lamparilla,  q.  v.  There  was  a  Bernardo,  gracioso.  in  Lomu* 
Hurtado's  company  in  i632-3,5(?).  (Rosell,  Vol.  I,  p.  J>) 
Perhaps  this  was  Bernardo  de  Medrano,  q.  v.  A  Bemuik 
ffradoso,  was  in  the  company  of  Felix  Pascual  in  1665 -68(?). 

Berrio  (Diego),  a  tailor,  and  native  of  San  Mams.  Ht 
brought  out  the  auto  La  Baialla  etpmtual  at  Corpus  in  Sevillt  s 
1569,  and  in  1571  El  Convite  de  Abraham,  and  again  outos  in  157* 
and  1574.    See  Rojas,  Viage.  p.  125. 

Berrio  (Ursula  de)  and  her  husband  Juan  de  Cuebt*  »«♦ 
in  the  company  of  Andres  dc  la  Vega  in  1638-39,  and  in  tl* 
of  Pedro  de  la  Rosa  in  Seville  in  1639-40,  plaj'ing  fifth  (ara 
See  also  under  Rio.  Perhaps  the  above  name  should  be  Unula  i^ 
RiOt  as  given  in  N.  D.,  p.  283. 

Berriz  (Isabel  de),  or  Isabel  de  Beris,  wife  of  D(Muioe> 
Balbin  (q.  v.),  and  actress  in  his  company. 

BezoN  (Frakcisca),  said  to  have  been  the  dsug]tter  of  t^ 
dramatist  D.  Francisco  de  Rojas  Zorrilla.  She  was  bnaugbt  V 
by  Juan  Bc20n  and  his  wife  Ana  Maria  {ia  Bezona),  and  tit^' 


^^ 
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ward  became  an  actress.  She  was  with  the  company  of  Diego 
Osorio  in  1659,  and  with  Sebastian  de  Prado  in  Paris  in  1 660, 
where  she  was  much  admired.  She  acted  at  Corpus  in  Madrid  in 
1671 ;  was  in  Manuel  Vallejo's  company  in  1674.  In  1671,  1675, 
and  1676  she  was  in  the  company  of  Antonio  de  Escamilla.  She 
married  Vicente  de  Olmedo  and  managed  a  company  in  1683, 
when  she  produced  an  auto  at  Madrid.  She  died  in  the  Calle  de 
Cantarranas  in  1704. 

Bezok  { Juan) ,  celebrated  graema.  His  real  name  was  Grego- 
rio  de  Rojas,  and  he  was  half-brother  to  the  dramatist  Francisco 
de  Rojas  Zorrilla,  In  1622  he  was  a  member  oi  Manuel  Va- 
llejo's company,  and  from  Ash  Wednesday,  1624,  to  1625  he 
and  his  wife  Ana  Maria  {In  Bezona)  were  in  the  company  of 
Hernan  Sanchez  de  Vargas.  Both  were  also  members  of  the  com- 
pany of  Roque  de  Figiueroa  in  ib2g  or  1630  (Rosell,  I,  p.  169), 
and  in  that  of  Cristobal  de  Avendano  in  1626  at  Corpus  in  Madrid, 
and  in  March,  1632.  In  the  latter  year  the  wife  is  called  Ana 
^laria  de  Peralta.  (Cotarclo,  Tirio,  p.  202.)  In  1656  Juan 
Bezon  and  Ana  Maria  were  in  the  company  of  Francisco  Lopez. 
In  Manuel  Vallejo's  company  in  1622,  besides  Juan  Bezon,  we 
find  "Ana  Maria  de  Peralta  and  her  husband  Diego  de  Ortega." 
It  is  probable  that  we  arc  here  concerned  with  the  same  Ana  Maria 
who  first  married  Ortega,  and  afterward  Juan  Bezon. 

BczoNA  (La),  see  under  Ana  Maria  and  Peralta. 

BiENPiCA  (Pedro  de)  was  in  the  company  of  Andres  de  la 
Vega  in  Feb.,  1638,  and  in  July  of  the  same  year  he  was  in  the 
company  of  Gabriel  de  Espinosa, 

Blanco  (Isabel),  wife  of  Francisco  Trivifio;  both  were  in  the 
cxnnpany  of  Roque  de  Figueroa  in  1651.  They  both  appeared  in 
Lope's  Gutmants  de  Torat.    See  the  ed.  of  Restori,  p.  ix. 

Blasco  (JeronIMO  de),  member  of  the  company  of  Cristobal 
de  Salazar  (Mafioma),  in  March,  1630,  when  he  was  admitted  to 
the  Congregation  of  the  Novena.  In  1659  he  took  old  men's  parts 
in  the  company  of  Pedro  de  la  Rosa,  in  Seville. 

Bobadilla,  v.  Bovadilla. 

BotlORQUES  (Francisca  de),  actress  jn  the  company  of  Juan 
^ntofiio  de  Carvajal  in  1681. 

BoLAY,  muiico  in  the  companies  of  Rueda  and  Ascanio.  (Roaell, 
.i  p.  366. )     V.  VOLAV. 
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BoNELO  (Rafael),  actor  in  the  company  of  Cristobal  de 
Avendano  in  1632. 

BoNiLLA  (Pedko  de),  actor  in  the  cast  of  Lope's  La  fra 
Golumna  fogosa  (1629). 

BoROoy  (Juan  de)  and  his  wife  Luisa  de  Bordoy  were  mem- 
bers of  the  companies  of  Jose  dc  Salazar  {MBhoma)  and  .AntooiB 
de  Rueda. 

BoRDoy  (LutSA  de),  see  the  preceding.  She  was  in  Antonio 
dc  Prado's  company  in  1632,  and  appeared  in  the  cntrciiaes  Ei 
Talego.     (Resell,  I,  p.  127.) 

BoRjA  (LuiSA  de),  actress  in  the  company  of  Roquc  dc  Figue- 
roa  in  1631-32  (Rosell,  I,  p.  232,  and  Cotarelo,  Tirso,  p.  206), 
and  in  Avcndano's  company  (1633?)  (ibid.,  p.  63.)  She  pliy»l 
fifth  parts  and  the  harp  in  the  company  of  Antonio  de  Rueda  in 
Seville  in  i638(?),  1640,  and  1644.  This  is  undoubtedly  Ltm 
de  Rayos,  wife  of  Pantaleon  or  Juscpe  de  Borja,  q.  v. 

BoRjA  (Mariana  de),  or  la  Borxa.  daughter  of  Pantaleoe  it 
Borja  and  Luisa  de  Rayos,  actress  in  the  company  of  Di^o  Omi» 
in  1659.  She  played  fourth  parts  in  the  company  of  Antodo  Je 
Escamilla  in  1 66 1  and  1672 ;  in  Simon  Aguado  and  Juan  ik  b 
Callc's  company  in  1662;  in  Jose  Carrillo's  in  1663;  in  Juan* 
la  Calle  and  Bartolome  Romero's,  as  tercera  and  mutica  in  )66+; 
in  Francisco  GarcJa's  in  1665,  and  in  Manuel  Vallejo's  in  1670. 
1675,  and  16J6.  In  1671  she  was  with  Felix  Pascual.  For  dr 
company  in  which  she  appeared  in  1655,  see  Solis,  Poesias,  Midriii 
1693,  p.  173-  She  was  the  wife  of  Cristobal  Caballcro  and  dit^ 
in  16S1.  Maria  de  Borja,  who  was  in  the  company  of  Carlo*  ^ 
Tapia  in  ValladoKd  in  165 1,  is  probably  the  same  person. 

Borja  (Pantaleon  de),  harpist,  and  his  wife  Luisa  dc  R»P* 
were  in  the  company  of  Figueroa  in  1631—32,  and  in  the  ctff' 
pany  of  Antonio  de  Rueda  in  1639,  receiving  7  reats  for  miintC' 
nance  and  g  for  each  performance,  besides  three  pack  anim^ 
Both  were  in  the  same  company  in  the  following  year,  and  ^ 
were  again  in  Rueda 's  company  in  Seville  in  1644.  He  w«t  * 
Olmcdo's  company  in  i636(?).  v.  Rosell,  L  p.  90.  He  »* 
drowned  in  passing  the  bar  of  Huelva  in  1678,  while  in  theo*'' 
pany  of  Incs  Galb.  Cotarelo,  Tirso,  p,  306,  gives  his  liiiK  * 
Joseph  de  Borja.    He  was  also  in  Avendano^s  company  (i6jj-'' 
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(R(»«ll,  Vol.  I,  p.  62.)     Both  he  and  his  wife  Luisa  took  part  in 
the  entrcmes  El  Tiemfio.    v.  under  Montemayor  (Juan). 

BORJA  (ViCENTA  de),  wife  of  Jusepe  Jimenez;  both  were  in 
the  company  of  Baltasar  Pinedo  in  1617^  and  in  that  of  Antonio 
de  Prado  in  1624.  She  is  probably  the  Vicenta  in  the  company  of 
Olmrdo  in  i636(  ?).    v.  RoseU,  I,  p.  90.    v.  Vicenta. 

BOTANELLI   (VlNCENZO),  V.  CURCIO  RoMANO. 

BoTARGA  (EsTEFANELO)  was  in  charge  of  one  of  the  carrot  at 
Corpus  in  Seville  in  1 584. 

BovADiLLA  (AntoMa  De)  agreed  to  sing,  dance,  and  act  in 
three  comedias  in  the  village  of  Brunete  on  Aug.  15  and  16,  1657, 
for  200  reals,  transportation  and  board  and  lodging  for  herself 
and  maid. 

BovADiLLA  (Luis  Bernardo  DB),  member  of  the  company  of 
IVIanucl  Vallejo  in  1633,  and  in  the  company  of  Antonio  de 
Prado  in  1624  and  1632.  In  1625  he  and  his  wife  Maria  de 
Vitoria  appeared  in  Lope's  EI  Brasii  reitituido,  in  the  company  o| 
Andres  de  la  Vega,  and  in  1626  in  Lope's  Amor  eon  vista,  in  the 
company  of  Antonio  de  Prado,  He  had  a  company  in  1637,  and 
in  Feb.,  1638,  formed  one  with  Alonso  de  Olraedo,  in  wliich  his 
MTife  acted,  receiving  8  reals  for  maintenance  and  16  reals  for  each 
performance.  In  this  year  (1638)  he  arranged  to  have  his  com- 
p<any  and  that  of  Juan  Rodrigue?.  de  Antriago  give  thirty  repre- 
sentations in  Toledo.  In  1639  Bernardo  and  his  wife  were  in  the 
company  of  Antonio  de  Prado  in  Sevitlc.  He  is  probably  the 
Bernardo  who  appeared  in  the  cast  of  La  Gtiarda  cuidadota  of 
Miguel  Sanchez  (1615),  and  perhaps  the  Maria  of  the  same  cast 
vras  his  wife. 

Bracamonte  Gallarbta  (Ginbs  de)  was  in  the  company  of 
Juafl  de  Morales  Mcdrano  in  1624.  Is  this  the  Vacamonte  of 
Lope's  El  Pader  en  el  Disereio  (1623)?  See  Life  of  Lope  de 
Fr^d.  p.  303,  n. 

Bravo  (Francisco)  was  in  the  company  of  Hernan  Sanchez 
de  Vargas  in  1634-35. 

BRj^vo  (Juan),  actor  in  the  company  of  Melchor  de  Leon  in 
1607.  Perhaps  this  is  the  Bravo  who  was  in  Rodrigo  Osorio's 
company  in  Valencia  in  1588.     (Cotarclo,  Lope  de  Rueda,  p.  30.) 

Bravo   (Lucia),  probably  an  actress.     In  163S  she  accused 
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Diego  de  Leon,  actor,  of  being  guilty  of  the  death  o£  her  ioa» 
Francisco  Vicente. 

Bravo  (Pedro)  and  his  wife  Dionisia  dc  Castillo  were  xaao- 
bers  of  a  joint  company  in  1614-15,  which  met  every  morning  tf 
nine  for  rehearsals  at  Pedro  Bravo's  lodgings. 

Brillante  (jERONrMo),  actor  in  the  company  of  Juan  Ro<in> 
guez  de  Antriago  in  1639. 

Briones  {Andres  de),  in  charge  of  the  carros  at  Corpu;  in 
Seville  in  1592. 

Burgos  (Jeronima  de),  famous  actress  and  friend  of  Lope  it 
Vega.  See  Life  of  Lofir,  pp.  iij  ff  pasiim.  For  her  Lope  wntr 
La  Duma  hoba  (16 13).  She  was  the  wife  of  the  celebrated  aoor 
and  autor  Pedro  de  Valdes  (before  Feb.  14,  1614),  and  vt'as  wiA 
her  husband's  company  in  Lisbon  in  161 5.  She  had  a  co 
which  represented  Lope's  Loi  MUagros  dfl  Desfirecio  befoi 
King  on  Dec,  34,  1633 ;  perhaps  her  husband  was  then  di 
She  died,  a  widow^  on  March  27,  1641,  in  the  Calle  de  Cintr 
rranas,  Madrid. 

BuRRiEL  (Jacinto),  prompter  in  Roquc  dc  Figueroa's  comjanr 
in  1631. 

BuSTAMANTH  (MaNUELA  De)  ,  la  Mfntirella,  wife  of  the  «/* 
Felix  Pascual.  She  was  ieganda  dama  in  Sebastian  dc  Prado'i 
company  in  1661,  and  also  played  second  parts  in  Simon  Aev*do> 
company  in  1662;  in  1663  she  was  with  Jose  Carrillo,  and  >a 
1665-71  she  played  first  parts  in  Felix  Pascual's  company.  SI* 
was  the  daughter  of  Toribio  de  Bustamante  and  I^Iaria  de  lo»  Siff* 
tos,  and  died  in  1673,  leaving  two  children:  Bernardo  and  Si&nsa. 

BusTAMANTE  (ToRiBiQ  de),  actor  and  writer  of  entrttatm- 
He  was  in  Sebastian  de  Prado's  company  in  1661  ;  in  that  of  Sin>» 
Aguado  in  1662,  and  in  Felix  Pascual's  company  in  Seville  in  1665. 
His  wife  was  Maria  dc  los  Santos,  who  must  have  been  difoto^ 
from  him  before  1654,  for  she  was  then  the  wife  of  Pedro  ^ 
Sala^ar.    v,  Santos,    Toribio  died  in  1680. 

BusTAMENTE  (Francisca  de),  wife  of  Alejandro  Ofi)ota< 
both  were  in  the  company  of  Bernardo  de  la  Vega  in  Senile  ia 
1673. 

BuSTAMBNTB  (JUAM  DE),  member  of  a  joint  company  «>* 
Manuel  Vallejo  in  1623,  and  in  the  company  of  Juan  Rodnpn* 
de  Antriago  in  1639. 
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Caballero  (Alonso),  outor,  represented  in  La  Monteria. 
Seville,  in  1667.  His  wife  was  Isabel  Coronado.  His  company 
also  appeared  at  the  Corpus  festivals  at  Seville  in  167 1  and  1672, 
and  represented  in  1675. 

Caballero  (Cristobal)  of  Granada,  actor  in  the  connpany  of 
Manuel  Vallejo  in  1670  (playing  quartos),  1675,  1676,  and  1681. 
He  played  fourth  parts  in  the  company  of  Felix  Fascual  in  1671, 
and  in  Escamilla's  company  in  1672.  He  had  a  company  in  !69l 
and  1693,  and  died  in  Granada  in  1725.  His  wife  was  Mariana 
de  Borja, 

Caballero  (Diego)  and  his  wife  Antonia  Mazana  were  in  the 
company  of  Francisco  Gutierrez  in  Seville  in  1668;  he  was  barba 
in  Felix  Pascual's  company  in  1671,  and  both  were  with  Matias  de 
Castro  in  1673. 

Caballero  (Makuela),  La  Rubia,  daughter  of  Alonso 
Caballero  and  D*  Isabel  Coronado.  She  was  in  the  company  of 
Alanuel  Vallejo  in  1673. 

Cabsllo  (Ana),  wife  of  Alonso  Fernandez  de  Guardo;  both 
were  in  the  company  of  Antonio  de  Prado  in  1614-16,  appearing 
in  Xirso's  La  Tercera  de  ia  Sancta  Juana,  and  in  that  of  Hernan 
Sanchez  de  Vargas  in  1619-20,  she  taking  first  parts. 

Cabsllo  (Juan),  actor  in  a  joint  company  in  1614  with  Andrea 
de  Claramonte  and  others.  In  1622  he  was  in  the  company  of 
Cristobal  de  Avendano. 

Cabello  (Mariaxa)  ,  wife  of  Alonso  Rodriguez ;  both  wtn  in 
the  company  of  Domingo  Balbin  in  161 3. 

Caceres  (Aoustin  de),  actor t  ?),  father  of  the  actress  Maria 
I>conor  de  Caccres  (1631).  His  name  occurs  in  the  cast  of  the 
anonymous  comedta  Padrncia  tn  ia  Fortufnt  (MS.  dated  1615). 
V,  Restori,  Sludj,  p.  143. 

Caceres  (AcusTmA  oe),  wife  of  Agustin  de  Caceres,  and 
mother  of  Maria  Lconor  de  Caceres. 

Caceres  (Aka  t>E),  actress  in  the  company  of  Juan  Perez  de 
Tapia  in  Seville  in  1662, 

Caceres  (Ana  Maria  de),  wife  of  Juan  Jeronimo  Valenciano 
(  162s)  ;  in  1635  she  was  in  the  company  of  Alonso  de  Olmedo 
in  Seville,  and  in  1643  both  were  in  the  company  of  Manuel 
Vallejo,  also  in  Seville. 

Caceres  (Maria  Leonor  de),  sec  above,  Caceres  (Aoustin 
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De),    She  was  in  a  joint  companjr  which  represented  at  the  Cansj 
festival  of  1 63 1  in  Almonacid  de  Zurita.  ^H 

Caceres  (Martin  de),  farsante,  represented  a.  comedk  Wore' 
the  King  in  1628.  1 

Caceres  (Matias  de),  autor  in  Seville  in  1635,  when  he  peti- 
tioned to  take  part  in  the  autas  of  that  year.  He  acted  the  p«B  of 
gracioso  and  then  had  a  daughter  ten  years  old. 

Calderon  (Cristobal).     In  1576  he  married  Elena  Otorio  ] 
(the  FUis  of  Lope  de  Vega),  daughter  of  the   celebrated  aattf 
Jeronimo  Velazquez,,  in  whose  company  he  acted  for  a  numher  of 
years.    He  died  on  March  30,  1595.    See  Perez  Pastor,  Proem  it 
Lope  de  Vfga,  pp.  2i8,  ff. 

Calderok  (Luis),  husband  of  Jeronima  de  los  Angeles;  bod 
were  in  the  company  of  Jeronimo  Velazquez  in  1 590. 

Calderok  (Maria),  la  Caiderona,  famous  actress.     In  MaAk 
1623,  she  was  the  wife  of  Pablo  Sarmiento,  and  both  were  en  ik 
company  of  Juait   Bautista  Valenciano.      {Bull.    Hisp.    (1908)' 
p.  248.)     She  was  the  mistress  of  Philip  IV,  and  the  mother  OJ  J 
his  son,  Don  John  of  Austria   (born  April    17,    1629).     She  1^  I 
pcared  in  Lope's  E!  Poder  en  el  Dhcrelo  (1624),  and  took  d*  1 
part  of  Fenis  in  Lope's  AmOT  con  Vista  (  1626).     Her  husband  !■  I 
1632  was  Tomas  de  Rojas.     In  this  year  she  received  JO50  f^ 
for  acting  in  two  comedias  and  two  autas  in  the  village  of  Pinio. 
besides  transportation  for  herself,  husband,  and  maid,  lodging  W>^ 
8  reals  maintenance  for  every  day  she  was  on  the  journey.    Sbt 
took  part  in  the  Corpus  festival  of  the  same  year  at  Seville,  leaTWf 
the  company  of  Juan  Jeronimo  Valenciano,   of   which  she  «» 
then  a  member,  for  this  purpose,     (S,-A.,  p.  285.)      She  *iw    J 
ward  became  a  nun  in  the  convent  of  Vallehcrmoso,  in  the  pnnriner    I 
of  Guadalajara,  where  she  became  abbess,  "and  repenting  of  ^   I 
sins,  there  are  those  who  assure  us  that  she  died   in  the  odoi  oi    I 
sanctity."    Sec  also  Gallardo,  Eniayo,  etc.,  Vol.  II,  pp.  601.  6ca  I 
Apparently  she  was  still  living  in  1646.     (PelUccr,  II,  p-  9^^   I 
V.  text.  I 

Calle  (Francisco  de  la),  actor  in  Figueroa's  coccipuif  *  I 
1635,  in  the  cast  of  PeUgrar  en  hi  Remedhi  by  Rojas  ZonlU.  I 

Calle  (Francisco  de  la)  and  his  wife  Jcronima  Coronel  «^  I 
members  of  the  company  of  Francisca  Lopez  in  1663.  CottJ^  I 
says  {Miffajas  del  Inffenio,  p.  ig8)  that  in  1660  Fraodsco  iJ* '^   I 
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Calle  was  the  husband  of  Jeronima  Coroncl,  niece  of  Cosmc  Perez  ^^ 

and  sister  of  Barbara  Coronel,  and  that  Jeronima  played  second 

pans  in  his  company  in  that  year.    He  says,  moreover,  that  Jeronima 

Wft$  the  widow  of  Diego  Jimenez,  and  that  she  must  have  been 

older  than  Calle,  for  she  was  playing  damas  in  Seville  in  1643  and 

was  then  married,  and  that  her  widowhood  dated  from  at  least 

1648.     Sometime  between   1665  and  1670  Francisco  de  la  Calle 

I  (actor  at  least  as  early  as  1657  and  manager  of  a  company  in 
Valencia  in  1660)  and  his  wife  Joscfa  de  Morales  were  in  the 
conapany  of  Felix  Pascual  (q.  v.);  both  were  in  the  company  of 
Magdalena  Lopez  in  1674  in  Seville.  In  1680  they  were  in  the 
company  of  Jeronimo  Garcia,  and  in  168  [  in  the  company  of 
Juan  Antonio  Carvajal,  he  playing  second  barbm.  He  was  also 
a  playwright.     See  Schack,  Nachtrage,  p.  60;  Barrera,  Catalogo, 

I      p.  59;  Paz  y  Melia,  Catahgo,  No.  2650. 

Calle  (Juan  de  la),  actor  in  1632  in  the  company  of  Pedro 
dc  Ortegon  and  in  Roquc  de  Figueroa's  in   1635—36   (v.  Rosell, 

!-     I,  p.  323)  ;  in  1639  he  played  first  and  second  galanes  in  the  com- 

I  pany  of  Francisco  Velez  de  Guevara-  He  was  again  with  Antonio 
de  Prado  in  1650,  and  with  Sebastian  de  Prado  in  1651.  He  had 
jt  company  in  1659  and  1660,  in  which  he  played  third  parts.  In 
1661  he  was  again  in  Sebastian  de  Prado's  company,  and  in 
1662-64  played  second  barbas  iq  his  own  company.  In  1670 
he  was  with  Manuel  Vallejo,  el  Mozo. 

Callenubva  (Pedro  de),  actor  in  the  company  of  Diego 
Lopez  de  Alcaraz  in  1607;  in  1610  he  was  in  Riquelme's  company 
and  appeared  in  Lope's  La  buena  Guarda,  He  is  mentioned  by 
Hojas,  Via^e  entretenido,  p.  466,  as  being  in  the  company  of 
Nicolas  de  los  Rios  {before  t602). 

Calvo  (Juan),  actor  and  musician  in  the  company  of  Alonso 
de  Oimedo  in  Seville  in  1635. 

Camacho    (Bonifacia),   daughter  of   Pedro   Camacho    and 

I     Magdalena  Lopez,  and   a  gracioja  in   her  mother's  company  in 

L   J674-77.    She  had  a  brother  Vicente  Camacho,  of  whom  nothing 

Bii  known. 

'  Camacho  (Claaa),  sister  of  the  preceding  (Bonifacia),  and 

in  the  same  company.    She  died  in  Valencia  in  1680. 

Camacho  (Juan),  gracsoso  in  the  company  of  Jeronimo 
Vallejo  in  1660.    Magdalena  Lopez  was  in  the  same  company. 
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Camacho  (Pedro),  husband  of  Magdalena  Lf>pcz  (l6j4)' 
Hr  died  in  1674.  Their  children  were:  Clara  Camacho,  Bonlfads 
Camacho,  and  Vicente  Camacho. 

Campos  {Gonzalo  de),  autar  de  eotnrdias,  took  part  in  Ae 
Corpus  festival  in  Seville  in  1586. 

Campos  (Juan  de)  and  his  wife  Francisca  Luisa  de  Guevara 
were  in  the  company  of  Manuel  Vallejo  in  163 1.  He  played  third 
parts  in  the  company  of  Alonso  de  Olmedo  in  J 635. 

Campoy  (Juan  de),  actor,  residing  in  Granada  in  1633;  he 
played  old  men's  parts  (barbas)  in  the  company  of  Francisca  Vdo 
de  Guevara  in  1639.    Perhaps  the  same  as  the  preceding. 

Canal  (Ana  Majria  de  la),  v.  Ana  Maria. 

Canales  (Jusepe),  actor  in  the  company  o£  Antonio  de  Rueda 
in  1644. 

Candada  (La),  v.  Mariana  de  Velascq- 

CaNDADO  or  Candau  (Antonia),  actress  in  the  companr  of 
Cristobal  de  Avendano  in  1632. 

Canoau  or  Candado  (Juliana),  wife  of  Pedro  Din  (fc 
Robles;  both  were  in  the  company  of  Manuel  V^allejo  in  1631, 
and  in  the  company  of  Andres  de  la  Vega  in  1638—39.  In  t6*4 
Juliana  Candado  and  her  husband  Pedro  de  Urquisa  were  in  thr 
company  of  Antonio  de  Rueda.  The  MS.  in  the  Bib.  Nac  (Sm- 
chcz-Arjona,  p.  371,  n.)  says  that  Juliana  first  married  Pedro  Dili, 
and  after  his  death  she  married  Esteban  Nuiiez  [Averigutla  qwk* 
quiert^.  She  was  in  Valencia  in  1644,  playing  third  parts  in  tic 
company  of  Jose  Garceran.  She  must  have  married  Ntiner  tfter 
1654,  for  his  first  wife  was  still  living  at  that  date. 

Candau  (Luis),  actor  in  the  company  of  Alonso  de  Heredii 
in  1614.  In  1619  he  was  in  the  company  of  Tooias  Femsnd<f 
and  also  in  1623  (  ?).  In  1622  he  belonged  to  the  company  oi  b* 
son-in'law  Cristobal  de  Avendano,  and  was  cabrador  in  the  ttttt 
company  in  Seville  in  1628.  He  and  his  wife  Mariana  de  VdbHC* 
owned  a  house  in  the  Calle  del  Infante,  Madrid,  in  1633.  T^ 
were  also  in  Avendano 's  company  in  1632.  He  died  in  the  CiUf 
del  Infante,  Madrid,  Oct.  3,  1649,  on  the  day  following  the  dtttb 
of  his  wile.    He  was  sometimes  called  Luis  Candau  de  Fox, 

Candau  (Maria),  Markandttiit>.  daughter  of  Luis  Cani*" 
and  Mariana  de  Velasco,  and  the  wife  of  Cristobal  de  AfemhAo 
(1619),  when  she  was  in  the  company  of  Tomas  Femandes.   ^ 
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acted  in  Madrid  in  1625,  and  was  in  Seville  in  1625  in  Kcr  hus- 
band's company,  and  again  in  1632  we  find  her  mentioned;  in  the 
former  year  she  received  a  gratuity  of  220  reals  for  excellent  act- 
ing and  reciting  the  loa.  In  1626  she  took  part  in  the  Corpus 
festival  at  Madrid  in  her  husband's  company,  appearing  also  in 
Belmontc's  entremes  La  Maestra  de  Grac'ta.  See  Flor  de  Entre- 
meses  (1657),  p.  129.  After  the  death  of  Avendano  (May, 
1635  (?):  see  above,  under  Avendano)  she  married  Salvador  de 
Lara,  wbo  appears  as  director  of  the  company  on  May  31,  1635, 
when  they  represented  in  La  Monteria,  Seville.  (Sanchtz-Arjona, 
Analti,  pp.  243,  n.,  294,  296.)     She  died  in  1636  or  1637. 

CjVNo  (Juak),  prompter  in  the  company  of  Cristobal  de  Aven- 
dano in  1632. 

Cano  (Luis),  actor  in  Madrid  in  1584.  In  1590  he  repre- 
sented the  auto  El  Drsposorio  de  hac  con  Rebeca  in  Seville. 

CawoSaS,  actor  in  the  cast  of  Lope  de  Vega's  La  Conpetrncia 
en  Im  Nobies  (1628). 

Can  ADAS  (Alonso),  actor  in  the  company  of  Antonio  de  Prado 
in  1632;  he  played  old  men's  parts  in  the  company  of  Jose  Garceran 
in  Seville  in  1657. 

Capilla  (Alonso  de),  autor  de  comedias  in  Seville  in  1573. 
Juan  de  la  Cueva  calls  him  "in^en'wsQ  rrprcsentante" ;  his  com- 
pany acted  in  Las  Atarazanas  in  Seville  in  1 58 1,  producing  for  the 
lirst  time  Cueva 's  comedia  La  Libtrtad  de  Roma  por  Mucio 
8cet>0la.     He  also  represented  aufoi  in  1581—83, 

Capiscol  (El),  v.  Garces  (Marcos). 

Ca«bonera  (Jeronimo)  and  his  wife  Mariana  de  los  Reyes 
(la  Carboneraf)  gave  three  representations  in  Barajas  at  Corpus 
in  1637.  In  Oct.,  1643,  his  wife  was  Mariana  Ladron  de 
Ouevara.  His  first  wife  was  still  living  in  Sept.j  1640,  and  the 
second  must  have  died  shortly  after  Oct.  3,  1643,  the  date  of  her 
laft  will  (Perer  Pastor,  Nuevas  Datos,  pp.  261,  280,  325,  331.) 
In  1627  Carbonero  {iic)  and  Mariana  were  in  the  company  of 
the  Valencianos,  perhaps  the  same  persons,  v.  Barrcra,  Nueva 
Biofirafia,  p.  442. 

Carsonera  (  Marian^a  la)  played  primera$  damat  in  the  com- 
pany of  Alonso  de  Olmedo  in  Seville  in  1635.  See  also  under 
RevES  (Mariana  de  los)  and  Ladron  db  Guevara 
(Mariana). 
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Carcaba  (D*  CataUna  dk)  married  Diego  Lopez  de  Alcuax 
on  Dec  19,  1610. 

Garden al  (Marcos  de)  represented  the  auto  San  Justo  f  Sew 
Pastor  at  Seville  in  1576,  and  also  represented  at  Corpus  in  1577, 
1580,  and  1582. 

Cardenas  (Cipriano  de),  actor  in  the  company  of  Juan  Pei« 
de  Tapia  in  Seville  in  1662. 

Cardenas  (Diego  de)  and  his  wife  Dofia  Maria  Balbin  took 
part  in  Corpus  festivals  in  1634,  1636,  and  1640. 

Cardenas  (Juan  de)  played  fourth  parts  in  the  companjr  or 
Magdalena  Lopez  in  Seville  in  1677.  His  wife  Mana  Paula  «« 
in  the  same  company.    He  was  still  living  ia  l6g8. 

Carmona  (Juan)  and  his  wife  Francisca  Alvarez  were  in  thf 
company  of  Antonio  de  Prado  in  Valladolid  in  1645.  (M.  y  M- 
p.  566.) 

Caro  (Andres),  actor  in  the  company  of  Andres  de  U  Vej* 
in  1639-40. 

Caro  (Juana),  actress  in  the  company  of  Pedro  de  la  Ros«  in 
Valladolid  at  Corpus  in  1659,  and  in  that  of  Sebastian  de  fnio 
in  1661,  and  with  Ant.  de  Escamilla  in  1664.  This  curious  aotict 
is  found  in  reference  to  the  Corpus  representation  of  1659  "• 
Zaragoza:  "■=  mande  dar  ...  24  reales  por  aber  traydo  uni  syll* 
de  raano  todo  el  dya  del  corpus  y  el  byernes  por  la  roaiiana  en  tp* 
yba  Juana  caro  comedyanta  por  estar  enferma  y  no  poder  yr  01  d 
carro  y  Itebarla  asta  donde  paraban  a  las  rrcprescntadones  .  •  • 
^  14  Junio,  1559."     (Marti  y  Monso,  Esludios,  p.  567.) 

Carranza  (Pedro  de),  dancer  in  the  Corpus  festivals  K 
Madrid  in  1593,  1598,  I599i  and  1604;  in  the  latter  year  he  (i 
described  as  a  tailor  by  trade. 

Carrasco  (Pedro),  a  famous  tenor,  was  musia  in  the  aMSpMT 
of  Antonio  de  Escamilla  in  1663-65  (in  the  latter  year  as  tmrh)< 
and  1670—73  as  barba.  He  married  the  actress  Inez  Gallo,  ^ 
was  afterward  (1670)  separated  from  her.    "Murio  en  Indtit.*' 

Carrillo  (Damian),  member  of  the  company  of  Ah"* 
Riquelrae  in  1602,  receiving  3  reals  daily  for  maintenance  and  W 
reals  for  each  performance,  besides  transportation  for  himself  v^ 
wife.  In  1 610  he  was  in  the  company  of  Sanchez  de  Vvffi,  *oi 
appeared  in  Lope's  La  hcrmoia  Esttr. 

Carrillo  (Diego)  played  fifth  galanei  in  the  company  of  Sefc. 
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de  Prado  and  Juan  de  la  CaEe  in  1659.  He  was  in  the  company 
of  Ant.  dc  Escamilla  in  1663-65,  and  in  1672  as  xtffuado  graeioio, 
with  Felix  Pascual  in  1673,  and  with  Escamilla  in  1675  and  1676. 

Carjullo  (Feliciana),  wife  of  Jose  Carrillo  and  actre^  in  his 
company  in  1663. 

Carrillo  (Jeronimo)  player  veieus  in  the  company  of  An- 
tonio de  Escamilla  in  1678. 

Carrillo  (Jose)  was  in  the  company  of  Jacinto  Riquelme  in 
Seville  in  1652,  and  in  the  company  of  Juana  de  Cisneros  in  1660. 
His  wife  was  Feliciana  (surname  not  given).  He  was  a  musician 
and  had  a  company  in  Valencia  in  1662  and  1663;  in  the  latter 
year  he  represented  two  autos  at  Corpus  in  Madrid.  He  was 
probably  the  author  of  the  burlesque  comedia  El  Roto  de  Elena  y 
^fitrucchn  de  Troya.    v.  Paz  y  Melia,  CatdlogQ,  No.  2925. 

Carrillo  (Juan  Bautista)  had  charge  of  one  of  the  dances 
at  Corpus  in  Madrid  in  1628. 

Carrillo  (Juana),  actress  in  the  company  of  Jacinto  Riquelme 
in  1652, 

Carrion  (Jusepe  or  Jose  de)  and  his  wife  Jadnta  dc  Osorto 
w*ere  in  the  company  of  Antonio  Granados  in  1632;  he  took  old 
men's  parts  in  the  company  of  Antonio  de  Rueda  in  1 639,  1640, 
and  1644  in  Seville.  In  1654  he  was  in  the  company  of  Antonio 
de  Acuria,  and  later  in  that  of  Pedro  de  la  Rosa.  In  1659  and  1661 
be  played  barbae  in  Seb.  de  Prado's  company,  and  in  1662  in 
Simon  Aguado  and  Juan  de  la  Calle's.  In  1663  he  was  in  Valencia 
with  Jose  Carrillo,  and  in  1665  with  Felix  PascuaU  In  1669  he 
had  3  company  and  took  part  in  the  Corpus  festival  at  Seville,  and 
m  1672  he  was  in  the  company  of  Bernardo  de  la  Vega.  He  died 
in  1676. 

Carr^ion  (Manuela  de),  actress  in  the  company  of  Lorenzo 
Hurtado  in  1645,  and  in  the  company  of  Luis  Lopez  in  1650. 
She  was  received  into  the  Cofradia  de  la  Noveaa  in  1 653. 

Carrizales  (Juan  db),  actor  in  the  company  of  Tomas  Diaz 
an  Seville  in  1 643,  and  in  \j>ttnt.o  Hurtado's  company  in  1645. 

Oarvajal  (Baltasar  de),  "apacible  reprcsentantc  y  agradable 
j"*»er«sta."  (Claramonte,  Letania  maral.  In  Gallardo,  Ensayo, 
P~  473-)     He  appeared  in  the  company  of  Ortiz  dc  Villazan  in 

15,  in  Lope's  La  Dama  hobti.  His  comedia  El  Hijo  de  la  Tierra 
a*  published  by  Professor  Restori,  under  the  title  La  Bandohra 
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ie  Fiandes,  Halle,  1893.    Caravajal  is  mentioned  by  Rojas,  Fufe, 
p,  131,  among  the  farsantes  who  were  also  playwrights. 

Carvajal  (D*  Catauna),  owner  of  the  theater  in  Lisbon  in 
1619. 

Carvajal  (Juan  Antonio  de),  musko  in  his  own  company  in 
Madrid  in  168 1.  He  married  Paula  Lopez.  His  compduiy  tiwl 
that  of  Manuel  Vallejo  in  1681  represented  La  divina  Filotra  and 
El  Cordero  de  hias,  the  last  autos  written  by  Calderon.  Caf>'tjil 
was  the  author  of  both  the  has  that  were  represented  on  this  oaor 
sion.     (Gonzalez  Pedroso,  Autos  Sacrammlales,  p.  53 1-) 

Carvajal  (Manuel  de),  actor  in  the  company  of  Carles  ii 
Salazar  in  Seville  in  1676, 

Casanueva  (Pedro  de),  actor  in  the  company  of  Alonso  it 
Rtquelme  in  1610. 

Casas  (Melchor  de  las),  "Americano,  dc  la  Habana;,"  aror 
in  the  companies  of  Matias  de  Castro  (1673)  and  M^dtlcm 
Lopez  (1674).  He  and  his  wife  Melchora  RafaeLa  were  droHmtJ 
at  "la  barra  de  Huelva"  while  in  the  company  of  Ines  Gallo 
in  1678. 

Cascan,  actor  in  the  cast  of  Lope  de  Vega's  El  Poder  «  d 
Dhcreta  (1624),  according  to  Schack.  I  think  this  a  mistalcc  ftir 
"Lezcano." 

Casco  y  Rojas  (Diego)  and  his  wife  Ana  Maria  de  la  Mit» 
were  in  the  company  of  Sanchez  de  Vargas  in  1633. 

Castaneda  (Gregorio  de)  and  his  wife  Feliciana  de  AiwinJ* 
were  in  the  company  of  Pablo  de  Morales  in  Seville  in  1678. 

Castaneda  (Jeronimo  oe),  actor  in  the  company  of  Aodn* 
de  Claramonte  in  1614;  he  and  his  wife  Maria  del  Amor  wat 
members  of  a  joint  company  with  Pedro  Bravo  and  others  from 
July  of  the  same  year  till  Shrovetide. 

Cast  AND  (Micaela)  played  fourth  parts  in  Bartolcuw 
Romero's  company  in  Seville  in  1643  and  164.3.  Her  husbn)^ 
Roque  Castano  was  in  the  same  company. 

Castano  (Roque)  ,  sec  the  preceding.  He  was  in  Juan  Ack*^ 
company  in  Seville  in  1644. 

Cast  ELLON  (Hernando),  actor  in  the  company  of  V^ 
Lopez  de  Alcaraz  in  16 10, 

Castellon  (Jose),  member  of  the  company  of  Jose  Gstfti*  * 


r 


SPANISH  ACTORS  AND  ACTRESSES    447 


I 
I 
I 


I 

I 
I 

I 


PratJo  In  Seville  in  1658,  and  of  the  company  of  Juan  Perez 
dc  Tapia  in  1662. 

Castilla  (Agustin  Manuel  de),  son  of  Pedro  Manuel  de 
Caatilla,  actor  and  author  of  the  zarzuela  El  Nieto  de  su  Padre, 
V,  Restori,  Stud},  p.  38.  He  was  faraous  in  the  parts  of  ffalan.  In 
1671  he  had  a  company  with  Fdix  Pascual,  in  which  he  played 
first  galanes;  in  1673  he  acted  in  Pascual 's  company,  and  in  1 67 5 
and  1676  he  was  with  Manuel  Vallejo.  He  again  had  a  company 
in  1677  and  1678,  when  he  represented  autoi  in  Madrid.  In  1679 
he  was  in  Jose  Garcia  de  Prado's  company,  and  in  1680  in  Jero- 
nimo  Garcia's.    He  died  in  Madrid  in  1694. 

Castilla  (Pedro  Manu£l  de),  called  Mudarra,  a  celebrated 
actor.  He  played  second  §alanes  in  the  company  of  Alonso  de 
Olmedo  in  1631  and  in  the  same  company  in  Seville  in  1635, 
and  first  galanes  in  Antonio  de  Rueda's  company  in  1638,  receiv- 
ing 30  reals  per  day  and  500  reals  for  the  Corpus  festival.  Before 
this  (In  1637  ?)  he  managed  a  company.  (Rosell,  Vol.  I,  p.  369.) 
In  1639  he  appeared  as  Don  Juan  in  Calderon's  La  Detdkha  de  la 
Vaz.  He  had  a  company  in  this  year  with  Antonio  de  Rueda,  and 
represented  at  La  Monteria  in  Seville.  He  was  called  Mudarrs 
on  account  of  his  excellence  tn  the  principal  rote  in  Cubillo's  play 
£/  Rayo  de  Andaltteia.  He  was  again  in  Rueda's  company  in  1640, 
a/ld  died  at  Naples  in  1642,  leaving  a  son,  Agustin  Manuel  de 
Castilla.  His  name  appears  in  the  cast  of  Calderon's  Traya 
abrti$ad(t,  taking  the  part  of  Paris,  The  autog.  MS-  of  this  play 
contains  a  censura  dated  Feb.  2,  1644,  which  shows  that  the 
cocnedia  had  been  previously  performed.  I  owe  this  information 
to  Dr.  G.  T.  Northup.    See  Paz  y  Melia,  Cat.,  No.  3371. 

Castillo  (ALO^fSo  del)  produced  one  of  the  auto^  at  Corpus 
In  Seville  in  1572.  He  was  an  actor  and  playwright,  and  agreed, 
in  1589,  to  furnish  Caspar  de  Porres  (in  whose  company  he  was 
then  acting)  with  nine  comcdias  written  by  him,  among  them 
£,a  Eicuela  de  Athenas.  He  was  to  receive  5J4  reals  per  day 
uiltil  he  finished  the  said  comedta;  "after  that,  on  account  of  the 
plays  and  his  acting,  he  is  to  have  food  and  drink  and  clean  linen 
and  2,1/3  reals  per  day,  besides  3200  reals,  one  third  to  be  paid 
«vcry  four  months."    Nuet'os  Daios,  p.  25. 

Castillo  (Andres  pel)  had  charge  of  one  of  the  eutpt  at 
Seville  in  1574. 
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Castillo  (Antonio  del),  actor  in  the  company  of  Jose  Gznii 
dc  Prado  in  Seville  in  1658. 

Castiliwi  (Dionisia  de),  wif«  of  Pedro  Bravo;  both  were  in 
a  joint  company'  in  Madrid  in  1614. 

Castillo  (Juak  del),  aaor  in  the  company  of  Francki 
Lopez  in  Seville  in  1660. 

Castillo  (Pedro  del),  member  of  the  company  of  Jeronimo 
Sanchez  from  March  27,  1623,  for  one  year. 

Castro.  An  actor  named  Castro,  and  his  wrife,  were  in  the 
company  of  Rodrigo  Osorio  in  Valencia  in  I588(  ?).  See  Cot»id<V 
Lope  4e  Rueda,  p.  30.  He  is  also  mentioned  by  Rojas,  Vitfi. 
p.  131,  as  one  of  the  farsantet  who  had  written  farsai,  has.  aiwi 
bay  lei  before  1600.  Perhaps  this  is  Christoual  de  Castro,  vrbo  ap- 
peared in  the  entrtmet  (sixteenth  century)  entitled  Un  fiif9  ff 
negi  a  su  Padre.    See  p.  406. 

Castro  (Antonio  de),  actor  in  the  company  of  Juan  Aado 
in  1644,  and  in  Jacinto  Riquelme's  in  Seville  in  1652.  Hij  wife 
Catalina  dc  Pena  was  also  in  the  latter  company.  His  real  niine 
was  Zuniga,  and  he  was  celebrated  in  the  roles  of  galan,  cspedallT 
in  the  comedias  El  Lkenckdo  Vidriera  (Moreto),  Un  Boho  ktff 
ciento  (Soils),  a.nd  El  A famador  de  Utrera  (Belmonte).  He  hid 
a  company  in  Seville  in  1655  and  1656,  and  in  Valencia  in  1664. 
He  afterward  retired  from  the  stage  and  becanie  atguacU  mgfvd 
L.ogrono,  where  he  died  in  1684.  For  his  company  in  1656,  «* 
Sanchez-Arjona,  p.  410. 

Castro  (D*  Beatriz  de),  or  D*  Beatriz  de  Castro  y  Vim* 
wife  of  the  actor  and  playwrig^ht  Andres  dc  Claramonte  (l6o(- 
1626). 

Castro  (Benito  de),  see  under  Benito  [db  Castro]. 

Castro  (Damian  de),  weU-known  fracioso,  son  of  Micai^ 
Castro  and  Juana  Gutierrez;  he  married  (after  1684?)  Cttalo* 
Hernandez,  known  as  Eufrasia  Maria  de  Reina  (S.-A.,  p.  4$4tii*)> 
whom  he  afterward  left,  "because  it  was  uncertain  whether  hcf 
first  husband  was  dead."  See  Pelliccr,  II.  p.  48,  and  p.  42,  vhett 
he  says  that  Castro  was  still  acting  in  1723.  He  acted  in  tb« 
Corpus  festival  at  Madrid  in  1706,  (Paz  y  Mclia.  C^H*- 
No.  2957) 

Castro  (Francisco  de),  actor  in  the  company  of  Tam»  Per- 
nandez  de  Cabrcdo  from  Shrovetide,   1619,  to  Shrovetide,  I^SA 
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and  in  the  company  of  Cmtobal  dc  Avcndaiio  in  1622.  In  1623 
he  was  in  Manuel  Vallejo's  company.     (N.  D.,  p.  2O1.) 

Castro  (Francisco  de)  and  his  wife  Antonia  dc  Santiago  were 
inenibers  of  the  company  of  Luis  Lopez  in  Seville  in  1650.  In 
1651  he  had  9,  company  which  represented  the  autos  at  Seville. 

Castro  (Francisco  de),  el  Farruco,  son  of  Matias  de  Castro 
y  Salazar  and.  Juana  GuticrTCz,  was  a  ffradosa  in  Valencia  in  1692. 
His  second  wife  {1700)  was  Salvadora  de  Estrada.  He  died  in 
1 7 14.  He  was  the  author  of  the  entremtiet  noted  by  Pass  y  Melia, 
Catahga,  Nos.  ij6g,  1783,  2134,  2597,  and  3426.  See  Barrera, 
Catdhgtt,  p.  79. 

Castro  (D*  Isabel  de),  celebrated  actress  in  the  company  of 
Andres  de  la  Vega  in  1635;  in  the  following  year,  when  she  is 
designated  as  a  widow,  she  played  third  parts  in  the  company  of 
Tomas  Fernandez  de  Cabredo,  receiving  14  reals  daily.  In 
1638—39  she  was  again  in  the  company  of  Andrra  dc  la  Vega, 
playing  first  and  second  parts,  dancing  and  singing. 

Castro  (D*  Jeronima  de),  widow,  actress  in  the  company  of 
Andres  de  la  Vega  in  1636,  for  one  year,  beginning  Feb.  7,  playing 
second  parts,  singing  and  dancing. 

Castro  (Juan  de),  v.  Castro  y  Salazar  (Matias), 

Castro  (Lorenzo  db),  tl  GalUga,  actor  in  the  company  of 
Luis  Lopez  in  Seville  in  1650.  His  wife  was  Maria  de  Quesada, 
and  he  had  a  son  Sebastian  de  Castro. 

Castro  (Luis  de),  autar  de  comedias  in  1602  and  1603,  In  con- 
junction with  Juan  de  Tapia  and  Alonso  de  Paniagua.  His  wife 
(1603)  was  Isabel  de  Ledesma.  He  was  in  the  company  styled 
Lot  Andaiuces  in  1605,  and  in  a  joint  company  in  16 14. 

Castro  (Maria  de),  wife  of  Alonso  de  Uceta,  of  the  com- 
panies of  Figueroa  and  Avendafio  (1632).  She  was  in  the  com- 
pany of  Juan  Bautista  Valcnciano  with  her  husband  Diego  de 
Uceta  {tie)  m  March,  1623.     {BttU.  Hisp.  (igo8),  p.  248.) 

t  Castro   (Mariana  de),  widow,  actress  in  the  company  of 
'-istohal  Ortiz  dc  Villazan  in    J  623,  in  which  year  her  wages 
•re  attached  by  Gabriel  Gonzalez  Flores,  lessee  of  the  theaters 
r  Madrid. 
Castro  (Matias  de),  v.  Castro  y  Salazar. 
Castro  (Pedro  de)   and  his  wife  Francisca  Gevaro  were  in 
kimingo  Balbin's  company  in  Seville  in  1613. 


4SO    SPANISH  ACTORS  AND  ACTRESSES 

Castro  (Silvestrb  db),  actor  in  the  company  of  Diegp  Lopes 
de  Alcaraz  in  i6io. 

Castro  (Ventura  de),  son  of  Matias  de  Castro  and  Maria 
de  la  Cruz,  and  member  of  his  father's  company  in  1673. 

Castro  y  Guzman  (Bernaroa  db),  wife  of  Diego  de  Valdes 
Toral;  both  were  in  the  company  of  Luis  Bernardo  de  Bovadilla 
for  one  year  from  Feb.  4,  1637,  she  pla3ring  first  parts. 

Castro  y  Salazar  (Juan  de),  actor,  brother  of  the  following 
(Matias  de  Castro). 

Castro  y  Salazar  (Matias  de),  Alcaparrilla,  bom  in  1639, 
son  of  D.  Pedro  de  Castro  and  Antonia  Granados,  was  an  actor  in 
Valladolid  in  1652.  His  first  wife,  who  never  appeared  on  the 
stage,  was  Maria  de  la  Cruz  of  Toledo,  by  whom  he  had  eleven 
diildren;  his  second  wife  was  Juana  Gutierrez,  by  whom  he  had 
fourteen  more.  They  were  born  all  over  Spain,  and  Sanchez- 
Arjona  (p.  460)  gives  a  list  of  some  of  them.  Castro  and  his 
second  wife,  who  was  a  daughter  of  Francisco  Gutierrez,  were 
members  of  Juan  Perez  de  Tapia's  company  in  Seville  in  1662, 
and  were  in  the  company  of  Francisco  Gutierrez  in  1668.  He 
played  the  part  of  gracioio.  In  1672  he  was  with  Felix  Pascual. 
(M.  y  M.,  p.  567.)  In  1673  he  had  a  company,  which  he  took 
to  Madrid  in  August,  and  afterward  to  Seville,  where  he  per- 
formed from  Nov.  i  till  Shrove  Tuesday,  1674;  and  in  1683 
represented  Calderon's  auto  La  Cura  y  la  Enfermedad,  also  in 
Madrid,  where  he  died  in  1691.  He  was  an  author  of  entremeses 
and  jacaras.  v.  Paz  y  Melia,  Catalogo,  Nos.  2134,  2443,  and 
2502.  One  of  his  sons,  Juan,  also  an  actor,  married  in  turn: 
Mari-Gomez,  Teresa  de  la  Cueva,  and  Angela  Diaz. 

Castro  y  Salazar  (D.  Pedro  Antonio  db),  father  of  the 
preceding,  was  a  native  of  Logrono  and  alguacil  mayor  oi  that  city. 
He  fell  in  love  with  the  actress  Antonia  Granados  (la  divina 
Antandra),  sister  of  the  famous  autor  de  comedias  Antonio  de 
Granados,  and  adopted  the  stage  as  a  profession.  They  had  three 
children:  Matias  de  Castro  y  Salazar,  Juan  de  Castro  y  Salazar, 
and  Susana  de  Castro  y  Salazar.  Don  Pedro  died  after  being 
eight  years  on  the  stage.  He  was  also  a  playwright,  v.  Barrera, 
Catalogo,  pp.  79,  516, 

Catalan  (Antonia  Manubla),  v.  Antonia  Manubla. 

Catalan   (Juan)   and  his  wife  Mariana  de  Guevara  were 
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members  of  the  company  of  Alonso  dc  Rtquclmc  in  1606  for  one 
year  from  Shrovetide  to  Shrovetide.     He  had  a  company  in  161 7, 

Ceballos  or  Zavallos  (Juax  de)  and  his  wife  Maria  dc 
Cbrbellas  were  members  of  Claramonte's  company  in  March,  1614, 
and  in  Vallejo's  company  in  1 63 1,  In  1632  both  belonged  to  the 
company  of  Antonio  de  Prado. 

Ceballos  or  Zavallos  (Maria  oe),  her  husband  Diego  de 
Guevara,  and  her  mother  Maria  de  Corbella  were  in  the  com- 
pany of  Manuel  Vallejo  in  1631,  when  she  appeared  in  Lope's 
EI  Casiigo  sin  Venganza.  She  and  her  husband  took  part  in 
Benavente's  entremes  Las  Duenas,  given  by  the  companies  of 
Antonio  de  Prado  and  Roque  de  Figueroa  in  the  Buen  Retiro  in 
i635-36(  ?).     (Resell,  Vol.  I,  p.  322.) 

Cesrjan  (Pedro),  well-known  aulor  de  comedias,  and  one  of 
the  twelve  authorized  by  the  decree  of  1615.  In  161 6  he  repre- 
sented Lope's  corned ia  Qulen  mas  no  puede,  and  two  autos  in 
Madrid  at  Corpus.  See,  however,  Sufi.  Hisp.  (1907),  p.  381, 
from  which  he  seems  to  have  represented  in  Toledo  at  Corpus.  In 
1 61 7  he  represented  two  atitos  at  Pastrana,  receiving  3150  rs. 
In  1619  his  company  played  twenty- four  days  in  Toledo,  beginntng^ 
2t  Eajter;  he  also  represented  at  Corpus  in  Madrid  in  this  year, 
and  at  Las  Navas  and  Segovia,  and  later  took  his  company  to 
Lisbon,  to  perform  for  three  months,  begrinning  on  Dec.  i,  1619. 
He  also  first  produced  Jimenez  de  Enciso's  Los  Medicis  de  Fh- 
rfnda,  (Schack,  Nach.,  p,  43,)  In  1620  he  represented  the  autos 
L.ot  Angeies  and  La  Conversion  de  San  Patio  in  Seville.  His  wife 
(S^pt.  4,  1 616)  was  Ana  Muiioz,  probably  the  widow  of  Antonio 
de  Villepas.  On  this  date  he  bought  a  bouse  Jn  the  Calle  de 
Ouitarran^  for  2900  ducats.     {Bull.  Hisp.  (1907),  p.  38 1.) 

Celada  (Francisco  de),  in  charge  of  the  dances  at  Corpus 
in  Madrid  in  1577,  1589,  1591,  I593i  and  1594. 

Celada  (Lorenzo  de),  actor  in  Madrid  in  1584,  and  in  the 
company  of  Sebastian  de  Montemayor  in  1589. 

Celis  (Barbola  de),  actros,  married  Jeronimo  de  Velaaco  in 
Valladolid  in  1632. 

Cbnzano  (Pedro),  dancer  in  charge  of  the  dances  at  Corpus 
in  Madrid  in  1595  and  1596. 

Cepeda  (Diego  de),  joint  lessee  of  the  theaters  of  Madrid  in 
|6j9  with  Gabriel  Garcia  Flores  and  Francisco  de  Alegria.    The 
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name  Opcda  occurs  m  the  cast  of   Lope's   Los   Mariim  dd 
Japan. 

Cera  (Felipe  de),  of  Jam,  nuisician  in  the  company  <^ 
Gaspar  de  Porres  in  1609. 

C&RDA  (Luis  Antonio  de  la)^  in  the  company  of  Pedro  it 
la  Rosa  in  1636,  "to  sing,  play,  and  act." 

Cerdeno  (Luis),  silveisniith  of  Seville,  in  charge  of  onr  of 
the  aulas  at  Girpus  in  Seville  in  1561,  1563,  1570,  and  1571- 

Cereceda  (Francisco  de)  and  his  wife  Maria  Ruiz  were  m* 
joint  company  in  1637. 

Cerezo  t>E  Guevara  (Pedro),  actor  in  the  company  of  G» 
pu  de  Porres  in  1604^  and  in  Feb.,  161 4.,  engaged  to  act  for  tnt 
year  in  the  company  of  Pedro  de  Valdcs,  receiving  5  real*  dail? 
for  maintenance  and  12  reals  for  each  performance,  besides  ^ 
reab  for  Corpus.  Later  in  the  same  year  (June  19)  he  agftd 
to  act  in  a  joint  company  with  Claramonte  until  Shrovetide,  1615. 
and  in  t6l6  had  a  company  which  represented  two  of  the  «aM' 
at  the  Corpus  festival  at  Madrid. 

CeRquera  (  Igk ACio),  ffracioso  mentioned  by  Peltlcer,  11,  pkto 

CeRUELA,  actor  who  appeared  in  Lope's  El  Sfmbrar  en  hf 
tierra  (1616). 

CiNTOR  (Antonio),  coirador  m  the  company  of  Luis  Beffu^do 
de  Bovadilla  in  Feb.,  1638,'  and  in  Aug.,  1638,  in  the  aaofm 
of  Damian  de  Espinosa.    He  bad  a  company  later  in  the  sanK  jtff- 

CiNTOR  (Gabreil),  weU-ltnown  actor  {galan}  in  the  cocnpiDf 
of  Tomas  Fernandez  in  t62X  {B.  H,  ( 1908),  p.  24s)  ^  *^^ 
he  was  in  the  company  of  Lorenzo  Hurtado,  and  in  163J  wik 
Bartotome  Romero,  receiving  lO  reals  daily  for  maincenancr  tpi 
18  reak  for  each  performance.  In  this  year  he  took  put  *■ 
the  autos  at  Madrid,  playing  the  parts  of  Pedro  de  Is  Rosa  in  d* 
latter's  company.  {Calderon  Oocumentas,  p.  no.)  Hewaiwiik 
Luis  Bernardo  de  Bovadilla  tn  Feb.,  1638,  receiving  10  -|-  aoltii* 
daily,  and  in  July  of  the  same  year  he  was  with  Gabtid  ^ 
Espinosa.  In  1639-40  he  was  in  the  company  of  Juan  Rodi^**  1 
de  Antriago,  and  later  had  his  own  company.  He  died  in  gR^j 
poverty  (in  1660?)  in  the  General  Hospital  of  Madrid. 

CiNTOR  (Pedro),  actor  in  the  company  of  Diego  Lopo  * 
Alcaraz  in  1607.  In  Lope  de  Vega's  El  Baitardo  AfuJamt  {i6u' 
the  part  of  Gonzalo  Bustos  is  assigned  to  Cintor.  This  is  proiMi^ 
Pedro  Cintor.     In  the  same  play  Ana  Maria  and  Cintorrico  i5» 
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occur.  In  a  ha  written  hy  Lop«,  about  1625-30,  and  published 
by  Barrera  {Life  of  Lope  de  Vega,  p.  292),  a  "Cintor  de  Talavera" 
is  mentioned.  The  name  Cintor  al&o  occurs  in  the  cast  of  Cor^ 
deiro's  El  Favor  en  la  lentencia,  dated  1626,  in  Lope's  La  Con- 
petencia  en  los  Nobles,  1628  (?),  and  in  El  Brasil  Restitutio 
(1626). 

CiSNEROS  (Alonso  de),  pcrhaps  the  most  famous  of  all  the 
early  autores  de  eomedias,  was  born  in  Toledo  about  1550,  We 
first  hear  of  him  as  an  autar  in  1578,  when  he  represented  the 
autoi  at  Corpus  in  Madrid;  in  1580  he  represented  the  autos  in 
Madrid  and  appeared  in  the  Corral  de  Puente,  in  the  Calle  del 
Lobo,  and  frequently  in  the  succeeding  years.  See  Appendix  A. 
In  1582  he  again  represented  at  Corpus  in  Madrid,  and  in  1584 
in  Toledo,  while  in  1590  he  resided  at  Madrid.  His  wife  was 
Mariana  Paez  de  Sotomayor,  daughter  of  Pedro  Paez  de  Soto- 
mayor  and  Ana  Ortiz.  She  died  in  Seville,  apparently,  in  January, 
1590,  "leaving  much  property  and  jewelry."  Cisneros  also  repre- 
sented at  Corpus  in  Madrid  in  1590  and  1591  and  at  Toledo  in 
1592,  receiving  200  ducats  =  3200  reals.  In  1593  and  1595  he 
again  represented  autoj  at  Madrid,  receiving  640  ducats.  He  died 
on  Sept.  10,  1597.  {Bull.  Hfsp.  (1907),  p,  368.)  However,  if 
this  date  of  Cisneros'  death  be  correct,  there  is  something  wrong 
in  the  document  published  In  the  Nuevat  Datos  on  p.  356.  It  is 
upon  this  that  I  had  relied  for  my  former  statement  that  Cisneros 
•w«8  still  living  in  Jan.,  1608.  Lope  de  Vega,  in  his  Peregrino  en 
su  Pairia  (1604),  speaking  of  Cisneros,  says;  "The  fourth  comedta 
(£/  PerseguidQ)  was  represented  by  Cisneros,  to  whom  no  one 
can  be  compared  since  the  invention  of  corned  las."  Cabrera's  story 
concerning  Cisneros  is  given  by  Sanchez- Arjona,  p.  67.  It  may 
be  added  that  in  15S1  he  represented  Juan  de  la  Cueva's  EI 
infamador  in  the  Huerta  de  Dona  Elvira  in  Seville,  which  city 
h<  also  visited  in  1 585,  1588,  and  1589,  taking  part  in  the 
Corpus  festivals.  Suarra  de  Figucroa,  in  his  Plaza  Universal 
(1615),  mentions  him  among  the  famous  actors  then  deceased.  Sec 
also  Barrera,  Catdlogo,  p.  92. 

Cisneros  (DiecO  t>E)  and  his  daughter  Maria  de  Cisneros 
wrre  in  the  company  of  Bernardo  de  la  Vega  in  Seville  in  1672. 
In  1669  he  was  in  Garceran's  company.  His  wife  was  Maria 
Aiidrada  or  Andrade. 

CiSNEKos  (JuANA  dh),  acttess  in  the  company  of  Antonio  de 
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Prado  in  Seville  in  1639.  In  165I  she  still  played  primeras  damas 
in  Sebastian  dc  Prado 's  company  in  Toledo,  and  in  16&O  had  a 
company  in  Seville  at  Corpus  and  in  Madrid  in  Nov.  and  Dec.. 
and  in  1661  in  Madrid. 

CiSNEROS  (Luis  de),  actor  in  Roque  de  Figueroa's  company 
in  1631-32,  taking  old  men's  parts.  Sec  RoscU,  Vol.  I,  pp.  45. 
168,  231,  and  Cotarelo,  Tmo,  p.  206.    He  died  in  1634. 

CiSKEROS  (Maria  de),  v.  Cisneros  (Diego),  She  played  in 
the  company  of  Antonio  de  Escamilla  in  1677  and  1678,  and  \n 
Manuel  Vallejo's  company  in  1 679-8 1.  She  was  the  second  wiie 
(in  1676?)  of  Manuel  de  Mosquera.  She  also  married  Joer 
Jimeno,  from  whom  she  was  divorced.     (Gallardo,  I,  p.  690.) 

Clara,  actress  in  the  cast  of  I^opc's  La  hermoia  Ester  (1610) 
in  the  company  of  Hernan  Sanchez  de  Vargas. 

Clara  Maria  played  first  parts  in  the  company  of  her  motber, 
Magdalcna  Lopez,  in  Seville  in  1677.  In  1675  they  managed  a 
company  jointly. 

Claramonte  [y  Corroy]  (Andres  de),  well-known  ictsr 
and  playwright,  was  a  native  of  Murcia.  Rojas  names  him  to 
1603  among  the  actors  who  were  also  playwrights.  {f'iift, 
p.  141.)  In  1604  he  belonged  to  the  company  of  Baltasar  Pincdo 
in  Valladolid,  when  he  married  Dona  Beatriz  de  Castro  y  Vintd 
He  was  one  of  the  twelve  autores  authorized  by  the  Council  of 
1613-  He  is  first  mentioned  as  an  autor  in  j6ll,  and  in  1614 
was  the  head  of  a  joint  company.  His  Letania  moral  was  piintcii 
in  1613;  in  1617  he  lived  in  Seville,  and  in  1621  published  tbe« 
"dos  famosas  loas  a  Id  divino":  La  Asuncion  de  la  V'^fen  ud 
Lti$  cdies  de  Sevilla.  In  1623  he  received  300  reals  for  his  aut» 
El  Valle  de  la  Muerte.  rcprraented  by  Tomas  Fernandez,  and  in 
June  of  the  same  year  he  received  300  reals  for  the  auto  L» 
Carporales  de  Daroca,  played  by  Alonso  de  Olmedo.  In  l6l| 
two  other  antos  sacramentales  by  him  were  represented  at  Sevill*: 
La  Sinagaga,  represented  by  Andres  de  la  Vega,  and  £/  Hona  it 
Conittjnfinopla,  represented  by  Tomas  Fernandez.  The  laKtT  if 
the  only  auto  by  Claramonte  that  has  been  preserved.  In  l6J0  1 
he  wrote  for  Juan  Bautista  Valenciano  the  comedia  L«  i»fdit  | 
DoroJea  (MS.  in  the  Bib.  Nac),  It  was  represented  in  rfit 
Cotiseo  at  Seville,  the  part  of  Dorotea  being  played  by  D*  Minu'^ 
Enriquez,  wife  of  Juan  Bautista.    The  MS.  shows  that  the  pw^ 
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of  Nufio  de  Lcmos  was  played  by  Andres.  Perhaps  this  was 
Clariunonte.  He  visited  Valencia  (before  1616)  and  is  highly 
praised  in  the  ioa  to  Tarrega's  La  Duquesa  constante: 

Un  monte  claro,  que  a  csti  ticrrt  vttio. 

He  died  on  Sept.  19,  1626,  in  the  Calle  del  Nino,  Madrid. 

Clavijo  (Antonio)  was  in  the  company  of  Alonso  de  Cis- 
nerc»  and  Melchor  de  Villalba  for  two  years,  beginning  March  5, 
I5$5i  receiving  xyi  reals  daily  for  maintenance  and  9  reals  for 
each  representation,  '^bsides  a  doubloon  each  year  toward  washing 
his  linen." 

CoBALBDA  (Pedro  de)  and  his  wife  Luisa  de  Guevara  were 
members  of  the  company  of  Juan  Martinest  for  one  year,  beginning 
at  Shrovetide,  1 63 1.  In  1639  he  had  a  company  with  Francisco 
V^clez  de  Guevara  and  Francisco  AJvarcs  de  Vitoria, 

Coca  (Ana  de),  wife  of  the  autor  Manuel  de  Coca  y  Reyes. 

Coca  y  Reyes  (Manuel  db  or  Manuel  de  los  Reyes  y 
Coca),  famous  graeioso  in  the  company  of  Roque  de  Figueroa  in 
1630.  In  1631—32  he  and  his  wife  Ana  or  Juana  de  Coca  were 
in  the  company  of  Roque  de  Figueroa;  he  was  also  in  the  same 
company  in  1635  and  appeared  In  Peliprar  tn  loi  Remedies  by 
Rojas  Zorrilla.  In  1634  he  was  in  the  company  of  Estcban  Nunez 
in  Seville.  He  was  in  Barcelona  in  1636,  and  in  1 640  and  164.^ 
belonged  to  the  company  of  Manuel  Vallejo,  and  in  1645  was 
with  Luis  Lopez  in  Seville,  and  died  at  Estremera  in  1660,  while 
in  the  company  of  Esteban  Nunez, 

Collazo  (Isabel),  actress  in  the  company  of  Nicolas  de  los 
Rio6  at  Valladolid  in  1603,  when  she  married  Juan  Diez  or  Diaz, 
jictor  in  the  same  company.     (Marti  y  Monso,  Estudios,  p.  566.) 

CoMPANlA  EsPANOLA  (La),  a  joint  company  organized  in 
\Iay,  1602,  by  Pedro  Rodriguez,  Diego  de  Rojas,  and  Gaspar  de 
lo*  Reyes, 

CoNDE  (Gavina),  actress  in  the  company  of  Manuel  Vallejo 
in  1640,  perhaps  the  wife  of  the  following, 

CoKDfi  (Pedro),  member  of  Manuel  Vallejo's company  tn  1640. 

Contreras  (Manuel  de),  actor  in  a  joint  company  with 
Heman  Sanchez  de  Vargas  and  others  in  1634,  beginning  at 
Shrovetide,  aind  continuing  for  one  year. 
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CoNTRERAS  (Manuela  de),  "stnglc  woman"  in  the  comi»n]r 
of  Bartolome  Romero  in  i6j8-39. 

CoNTRBRAS  (pEDRa  Ds) ,  musko  in  the  company  of  Roque  dc 
Figueroa  {1628?).  Sm  the  loos  of  Quinones  de  Benaventt,  ei. 
Rosell,  Vol.  I,,  pp.  168  and  381.  In  1637  and  1639  he  was  tn 
the  company  of  Pedro  dc  la  Rosa,  playing  fourth  parts. 

CoNTRERAS  (XiNES  de),  oficial  in  the  company  of  Caspar  de 
Porres  in  1600,  and  in  the  company  of  Baltasar  Pinedo  in  Valla- 
dolid  in  1604.    (M.  y  M.,  p.  566.) 

CoRBELLA  (Angela  de),  wife  of  the  autor  Luis  Lopez  de  Su»- 
taete  (1634-41).  Their  children  were:  Maria,  Josefa  Luisa. 
Micacla  Frandsca,  and  Francisco  Manuel  Loi>ez.  She  Wi&  $tiU 
living  on  Dec.  21,  1641. 

CoRBELLA  (Maria  db)^  wife  of  Juan  de  Ceballi^  or  Zevallos: 
both  were  tnenibcrs  of  the  company  of  Andres  dc  Claramonte  titipi 
March  28,  1614,  till  Shrovetide,  1615,  and  of  Antonio  de  Prado's 
company  in  1632.  Their  daughter  Maria  dc  Cebatlos  or  2>vallcfi 
was  the  wife  of  Diego  de  Guevara. 

Cordoba  (Cipriano  de),  actor  in  the  company  of  Manas  ^ 
Castro  in  Seville  in  1673. 

CoROOBA  (DiBGO  db),  actor  in  the  coonpany  of  Gaatfia  it 
Porres  in  1593- 

CoRixiBA  (GoNZALO  db),  actor  in  the  Corpus  festival  at  Senlk 
in  1594. 

Cordoba  (Isabel  de),  wife  of  the  autor  Antonio  Martin«  in 
1619.  Their  daughter  was  the  famous  Maria  dc  Cordoba  {,d*t 
rilif).  They  lived  in  the  Calle  de  los  Negros,  in  a  house  bought 
from  Bartolome  Salcedo.  Both  seem  to  have  died  before  F<^  l> 
1632.    (N.  D.,  p.  223.) 

Cordoba  (Jbronimo  de),  actor  in  the  company  of  Manud 
Vallejo  in  1623. 

Cordoba  (Maria  de),  Amarilh,  also  called  ia  Gntn  Stlunt- 
one  of  the  most  famous  of  Spanish  actresses.  See  my  Life  of  l*P* 
de  Vega,  pp.  350  et  seq.  She  was  the  daughter  of  AntoruQ  M*'' 
tinez  and  Isabel  de  Cordoba,  both  of  Madrid,  and  the  wife  of  dr 
actor  and  autor  Andres  de  la  Vega  at  least  as  early  as  1 61 8,  »*• 
both  belonged  to  the  company  of  Baltasar  Pinedo.  {B.  H.  ( 190?)' 
p.  382.)  In  1 61 7  she  appeared  as  Dona  Ana  tn  Alareon*  i* 
Paredes  oyen;  in  1620  (dia  de  Sant  Miguel)  she  was  in  the  c^ 
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pany  of  Pedro  de  Valdes  (Bull.  Hhp.  (1908),  p,  243),  and  in 
1 62 1  she  and  her  husband  were  in  the  company  of  Tomas  Fer- 
nandez. She  was  in  her  husband's  company  in  1624  and  took  part 
in  the  autos  and  in  the  festival  given  by  the  Duke  of  Medina 
Sidonia  to  Phtli'p  IV.  in  Seville  in  that  year,  Iti  the  same  year 
they  represented  Claramonte's  auto  La  Sinagoga  and  Lope  dc 
Vega's  El  Peutar  Loba.  In  1625  she  appeared  in  Lope's  El  Brasil 
restituido.  and  at  Corpus,  1626,  she  took  part  in  the  festival  of 
Madrid,  being  in  the  company  of  her  husband.  In  Nov.,  1626, 
Amarilis  managed  a  company  which  gave  eight  comedias  before 
the  King  at  Aranjuez,  for  which  she  received  2400  reals,  besides 
an  ajiuda  de  eoita  of  2600  reals  "for  going  to  Aranjuez."  She 
played  the  part  of  Hero  in  Mescua's  Hero  y  Leandro  before  1629, 
and  her  company  represented  EI  Cerco  de  Fuenterrabia  by  Cris- 
tobal de  Morales:  "Reprcsentola  la  a>mpania  de  Amarilis." 
(Schmidt,  Calderon,  p.  25.)  Her  company  also  first  performed 
Tirso's  Cautela  contra  Cautela.  {Comedias  dc  Tirso,  Part  II, 
1635.)  In  1632,  dia  de  e&ndeht,  she  received  800  reals,  and  cos- 
tumes for  herself,  besides  transportation,  board  and  lodging  for  her- 
self and  maid,  "to  act,  sing,  and  dance  in  two  comedias  at  the  village 
of  Daganzo ;  the  comedias  to  be  selected  from  the  following" :  ( i ) 
N^  hay  Dicka  ni  Desdkhe  hasta  la  Muerte  ( Mira  or  Rojas  Zo- 
rriila)  ;  (2)  AmareamosekadeAmar{^\jopt)',  {j)El Milaffrapor 
lot  Celot  (Lope)  ;  (4)  Sufrir  mas  porquerer  mas  (VilUyzan)  ;  (5) 
El  Manseal  de  Biran  (Montalvan)  ;  (6)  La  Puente  de  Mantible 
(Caldcron)  r  (7)  La  Dicha  del  Forastero  (Ijope)  ;  (8)  El  Examen 
de  Maridot  (Alarcon).  In  1639  she  acted  in  four  comedias  in 
Vaidemoro  at  Corpus,  receiving  board,  lodging,  and  traveling  ex- 
penses for  herself  and  maid,  and  Jooo  reals.  In  Sept.,  1640,  her 
husband  agreed  to  represent  two  comedias  at  the  Villa  del  Escorial, 
"if  my  wife  Maria  de  Cordoba  goes;  but  if  la  Carbanera  [Mariana 
de  los  Reyes]  should  go,  then  I  must  give  three  comedias.'* 
(N.  D.,  p,  325,)  She  was  acting  at  least  as  late  as  1643,  and  died 
in  Madrid  in  1678,  after  having  retired  from  the  stage  more  than 
thirty  years  before.  She  is  extravagantly  praised  by  Guillen  de 
Castro  in  his  comedia  Engaharse  engahando  (written  in  1624  or 
earlier),  and  by  Don  Alonso  de  Castillo  Solorzano  in  his  novel  Lot 
Harpias  de  Madrid  ( 1631 ),  who  speaks  of  Amarilis  as  "la  mayor 
cotnica  que  ahora  sc  conoce";  v.  the  edition  by  Cotarelo,  Madrid, 
1907,  p.  84.    V.  text. 
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CoRBOBA  (Sebastiana  de),  sister  of  Maria,  iad  wife  of  Luis 
de  Toledo  (1632). 

CoRONADO  (DiEco),  fatnous  actor  of  the  second  half  of  tk 
seventeenth  centur)'. 

CoRONADO  (D^  Isabel),  wife  of  the  atttor  Alonso  Cabatlcn; 
she  died  in  Seville  in  Juljr,  1666,  leaving  a  daughter,  Manotlt 
Caballero,  also  an  actress. 

CoRONEL  (Agustik),  native  of  "Oropesa  in  the  Kingcioni 
of  Toledo."  He  was  in  the  company  of  Alonso  de  RJqudiDC 
in  1602,  taking  charge  of  the  wardrobe  and  managing  the  travding 
of  the  company,  receiving  2)4  reals  for  maintenance  and  3  Tok 
daily  during  the  two  years  of  his  contract.  In  1606,  1 607,  wJ 
16 10  he  was  again  in  Riquelme's  company,  and  in  the  latter  jwf 
appeared  in  Lope's  La  buena  Guarda.  In  161 7  he  was  in  Join 
Bautista's  company  and  appeared  in  Lope's  El  Desden  vn^t. 
In  l6ig  he  was  with  Cristobal  Ortiz  in  Seville,  and  in  1610,  1622, 
and  1623  again  with  Juan  Bautista  Valenciano,  appearing  in  l6u 
in  Lope's  La  aueva  Victoria  de  D.  Gonzalo  de  Cordoba.  In  i6jO 
he  took  the  part  of  Arnao  in  Claramonre's  Infelier  Dorotea.  In 
1643  he  is  called  autor  dr  camedias,  and  with  his  wife  Mitii 
Coronel  and  his  daughter  Barbara  Coroncl,  then  eleven  yean  old< 
was  acting  in  the  company  of  Tomas  Diaz  in  Seville,  and  in  thf 
following  year  be  was  in  the  company  of  Juan  Acacio  in  the  iliK 
city.  He  first  represented  Serrano's  El  Rayo  de  Cetd^tt. 
(Barrera,  Cat.,  p.  369.) 

Coronel  (Ana),  actress,  wife  of  Luis  de  Guevara  (1621). 

Coronel  (Barbara),  daughter  of  Agustin  and  Maria  Con>- 
nel,  was  in  the  company  of  Tomas  Diaz  in  Seville  in  1643  wJtk 
her  parents.  She  was  born  in  1632,  and  married  Francisco  Jakw. 
Being  suspected  of  some  part  in  her  husband's  death,  she  w»  in»- 
prisoned  in  Guadalajara,  but  was  set  free  through  the  effort*  of 
her  uncle  Cosme  Perez  {Juan  Rana).  She  is  said  to  have  wof 
men's  clothes  through  contempt  for  her  sex.  She  had  a  compwy 
in  Valencia  in  1676  and  died  in  1691.     (PelUcer,  II,  p.  28.) 

Coronel  (Jerontma  de),  wife  of  Diego  Jimcn«;  both  wtrr 
in  the  company  of  Tomas  Diaz  in  Seville  in  1643,  with  Jutf 
Acacio  in  1644,,  and  with  Lorenzo  Hurtado  in  Sevilie  in  tH^- 
In  1648  she  was  a  widow  and  was  in  the  company  of  EMfte 
Nuiiez  in  Seville,  and  in   1650  was  with  Luis  Lopez,     In  166} 
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she  IS  designated  as  a  "married  woman"  and  was  in  the  com- 
pany of  Francisca  Lopez,  to  which  her  second  husband,  Francisco 
de  la  Callc,  also  belonged.  Corarelo  (Migajai  del  Ingenia,  p.  198) 
says  that  Jcronima  was  the  sister  of  Barbara  Coronel. 

CoRONEL  (Juan),  actor  in  the  company*  of  Antonio  dc  Prado 
in  Seville  in  1639.  He  married  Isabel  de  Gongora,  widow  of 
Juan  Vizcaino  (in  1639?).  He  was  a  kidatffo  of  Jadraquc  and 
was  for  a  time  a  member  of  the  companies  of  Pedro  de  la  Rcea  and 
Bartolome  Romero. 

Coronel  (MaWa),  wife  of  Agustin  Coronel.  She  was  proba- 
bly the  Dona  Maria  in  the  cast  of  Lope  dc  Vega's  El  Desden 
t'engada  (1617),  in  which  her  husband  also  appeared.  She  was 
an  actress  and  dancer  in  the  company  of  Cristobal  de  Avendaiio  at 
Corpus  tn  Seville  In  1625,  and  received  a  gratuity  of  10  ducats, 
"por  lo  bien  que  bailo  con  las  sonajas  en  uno  de  los  carros."     In 

1643  she  was  in  the  company  of  Tom^  Diaz  in  Seville,  and  in 

1644  with  Juan  Acacio. 
Cqrrea   (Ana),  actress  and  dancer  in  the  Utter  half  of  the 

seventeenth  century.  Paz  y  Melia,  Caialo^o,  No,  32840 ,  notes 
ft  bailr  written  for  her  and  Francisco  Ponce. 

CoRREA  (Juan),  antiguo  avtar  mentioned  by  Rojas,  Fia^e 
entretenido,  p.  361. 

Correa  (Jltan),  actor  in  the  company  of  Juan  Perez  de  Tapia 
in  Seville  in  1655. 

Correa  (Ursula),  wife  of  Felipe  Anteta;  both  were  in  the 
company  of  Juan  Nunez,  #■/  Polio,  in  1658. 

Correa  Mvniz  (Antonio),  one  of  the  lcssc«  of  La  Monteria 
wt  Seville  in  1639. 

Cos  (Andres  de)  played  second  barhai.  1667-83,  in  1678 
with  Escamilla,  in  1679,  1680,  and  t68i  with  Vallejo.  His  wife 
Maria  Ayora  was  the  daughter  of  Juan  de  Ayora  and  Ui^uta  de 
Xorres. 

CosME,  V.  Perez  (Cosme), 

CristosaLj  famous  as  a  galan  in  1602.  See  Rojas,  Viage  tntre- 
tenida,  p.  52.  He  was  in  the  company  of  Antonio  de  Prado,  and 
appeared  tn  Tirso's  La  Trrctra  de  la  Sancta  Juana,  written  in  1614. 
He  i«  mentioned  by  Fifjueroa  \r\  his  Plaza  Univerial  (1615),  and 
appeared  in  Lope's  Quien  mas  no  puede  (1&16). 
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Qiuz  (Blas  db  la),  prompter  and  stage  manager  in  tbe  cocb- 
pany  of  Juan  Roman  in  1639. 

Cruz  (Francisco  de  la)  ^nras  one  of  the  managers  of  the 
theater  in  Lisbon  in  1638. 

Cruz  (Gregoria  Dblgado  i>e  la),  actress,  Tnarried  Jcronimo 
de  Avila  in  1645.  Both  seem  to  have  been  in  the  company  of  Bar- 
totome  Romero,     (M.  y  M.,  p.  567.) 

Cruz  (  Ines  db  la)  ,  actress,  widow  in  1637. 

Cruz  {Juan  db  la),  musician  of  Granada,  was  the  first  hus- 
band of  Francisca  Diaz,  afterward  the  wife  of  Antonio  de  Eaa- 
milla.  Thcjr  children  were  known  as  Ana  and  Maria  de  EscanuQi- 
(Afiffajas  del  Ingeniot  cd,  Cotarelo,  p.  202,) 

Cruz  (Luisa  de  la),  actress  in  the  company  of  Antonio  k 
Prado  in  1632-35  (?).  She  frequently  figures  in  the  entremats 
of  Benavente  in  the  company  of  Antonio  de  Prado.  v.  RoaeU, 
I,  pp,  J  37,  271,  313,  322,  Her  husband  was  Juan  Antonio  Sando- 
val, She  was  an  excellent  singer  and  musician,  and  appeared  in 
Lope's  Fabulet  de  Pettto.    She  died  in  1658. 

Cruz  (Maria  de  la),  first  wife  of  Matias  de  Castro  y  SaLazir 
(after  1650),    She  never  appeared  upon  the  stage. 

Cruzado  (Francisco),  actor  in  the  company  of  Nicolas  Ac  1m 
Rios  in  Seville  in  1 609. 

Cucarella  (Ginesa),  v.  Cucarblla  (Juax  Vicente). 

CUCARELLA   (JoSe),  V.  CuCARELLA   (JuaN  VicEJITE). 

Cucarella  (Juan  Vicente),  his  wife  Ginesa,  uid  their  foa 
Jose  were  in  Avendano's  company  in  1632. 

CuEBAS,  actor  in  the  company  of  Cebrian  in  1616,  when  lie 
appeared  in  Lope's  Quttn  mm  no  putde.  He  "Wss  probaUf  a 
gracioso,  and  also  appeared  in  the  anonymous  comcdia  Pacientu  n 
la  Forivna,  See  Restori,  Stud},  p,  143.  Perhaps  he  is  the  same  a* 
Juan  de  Cuevas  or  Juan  de  la  Cueva.  Cueva  (Juan  de  la)  aad 
his  wife  Ursula  de  Bcrrio  or  Ursula  del  Rio  were  in  the  ooiiipti>7 
of  Andres  de  la  Vega  in  1638.  Juan  de  Cuevas  played  6fth  para 
in  Pedro  de  la  Rosa's  company  in  1639.     (S.-A,  p.  337.) 

Cueva  (Rodrigo  de  la),  actor  in  the  company  of  Aloon  ^ 
Villalba  in  1614. 

Cuevas  (Alonso  ob  las),  in  chaigc  of  dances  at  Corpus  ia 
1 594.  1598.  and  1599. 

Cuevas  (Jusepe  de  las),  brother  of  the  preceding,  w»  i« 
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charge  of  the  dances  at  Corpus  in  Madrid  in  1577-79,  1584-87, 
1589,  1590,  1592,  1594-99- 

CuEVAS  (Pedro  Alonso  db  las),  jubttero,  in  charge  of  the 
dances  at  Corpus  in  Madrid,  1576-79.  He  died  before  March,  1592. 

CuEVAS  (Salvador  db  las),  actor  in  Manuel  Vallejo's  com- 
pany in  1670  (second  ffracioso),  1675,  and  1676;  in  1671  he  was 
with.  Felix  Pascual;  in  1677  with  Agustin  Manuel  de  Castilla, 
and  in  16S0  he  was  second  ffracioso  in  the  company'  of  Jeronimo 
Garcia.  In  168 1  he  was  prompter  in  Carvajal's  company.  He 
died,  very  poor,  in  Madrid  on  April  21,  1703.  His  wife  was 
Maria  de  San  Miguel,  by  whom  he  had  five  children:  Teresa, 
Narcisa,  Manucla,  Francisco,  and  Lorenzo  de  las  Cuevas  or  de  la 
Cueva.  Of  these  Manuela  and  Francisco  were  also  players. 
(Cotarelo,  Mi^ajas  del  Inffettio,  p,  aoi.) 

CuLEBRAS  (Jeronimo  de),  actor  in  the  company  of  Jimenez  de 
Valcnzuela  in  l6oi,  and  in  that  of  Diego  Lopez  de  Alcaraz  in 
1607.  He  and  his  wife  Marina  de  Torres  were  members  of  the 
company  of  Alonso  de  Villalba  in  1 61 4. 

CuRCio  Romano,  Italian  actor,  whose  company  represented 
an  auto  in  Toledo  in  1579,  receiving  50,000  maravcdis.  Hts  real 
name  was  Vincenzo  Botanelli,  and  in  1581  he  was  subdirector  of 
Ganassa's  company  in  Madrid,  v.  Cotarelo,  RevUta  dt  Archivot. 
1908,  p.  52. 

Cusio  (Ana),  wife  of  Francisco  Perez  Lobtllo  in  1631. 

Cusio  (Catalina)  ,  sister  of  the  preceding. 

Chavarri  (Jeronimo  de),  actor  in  the  company  of  Bartolome 
Romero  and  Juan  de  la  Calle  in  1664,  and  in  Antonio  dc  Esca- 
milla's  in  1665. 

Chavarri  a  (Andres  de),  actor  in  a  joint  company  called  Lot 

Cmf0rmet  in  1623. 

Chaves  (Antonio  db),  actor  in  the  company  of  Gabriel  Vaca 
in  March,  1598. 

Chaves  (Magdalena  de),  wife  of  Pedro  Maldonado,  autor 
4t  cfimtd'uu  in  March,  161 1,  when  they  lived  "in  their  own 
house"  in  the  Calle  de  Cantarranas. 

Damian,  actor  who  appeared  in  Lope's  La  Conpetenc'm  en  lot 
Noilei  (1628),  Perhaps  this  was  Damian  Arias  or  Damian 
Carriilo. 
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Davila  (Peobo),  of  Carabanchd  dc  Abajo,  actor  in  the  COtD- 
pany  of  Diego  IjOpez  de  Alcaraz  in  1605.  On  Jan.  i,  1606,  he 
agreed  to  act  in  the  coropaoi*  of  Alonso  Riquelme. 

Delcado  (Jose)  was  fourth  galan  in  the  company  of  Jcronimo 
Vallejo  in  1660. 

DiAGO  (Caspar),  native  of  Valencia,  marned  C^talina  Saoch« 
of  Aragon  at  Valladolld  in  1655.  l>oth  being  then  in  the  compatir 
of  Pedro  de  la  Rosa.     (M.  y  M.,  p.  567.) 

Diaz  (Alonso),  member  of  the  company  of  Bartolome  Roowro 
in  1642. 

Diaz  (Diego),  actor  in  the  company  of  Alonso  Cisneros  in  1595. 

Diaz  (Francisca),  wife  of  Antonio  de  Escamilla,  and  morfitf 
of  Manuela  de  Escamilla. 

Diaz  (Francisco),  actor  in  the  company  of  Antonio  de  Ruciij 
tn  Seville  in  1 644. 

Diaz  (Isabel),  wife  of  the  auior  Carlos  de  Salazar.  and  in  )sa 
company  in  Seville  in  1676.     (Sanchez-Arjona,  p,  484,.) 

Diaz  (Josepa),  member  of  the  company  of  Bartolome  Rcots* 
in  Seville  in  1643. 

Diaz  (Juan),  "guarda  mayor  de  la  ropa  de  Rios."  (RoJA 
Fiage  entretemdOf  p,  40+.)  This  is  probably  Juan  Diez,  wbo  vaxt- 
ried  Isabel  Collazo  in  Valladolid  in  1603,  when  both  were  actiac 
in  the  company  of  Rios.  (Marti  y  Monso,  Estudios,  p.  jttt) 
V.  GoDOY  (Juan  Diaz). 

Diaz  (Jusepe),  actor  in  Lorenzo  Hurtado's  coinpany  in  Srnflt 
at  Corpus,  1642;  he  appeared  in  Bartolome  Romero's  companjr  is 
the  same  year,  playing  third  parts  and  singing. 

Diaz  (Luis),  gilder,  had  charge  of  some  of  the  aittos  nfw 
senttd  at  Seville  in  1570-75. 

Diaz  (Luiz),  actor  in  the  company  of  Lorenzo  Hurbdo  <> 
Seville  in  1645. 

Diaz  (Tomas),  el  Labrador,  attlor  de  rotnediai,  had  a  li.iiiii|I— J 
in  Seville  in  1643  (S.-A.,  p.  369),  when  he  represented  ifcitF 
corned ias  in  the  Coiiseo  from  Sept.  15*  among  than  "^  Bi* 
ones,  never  before  acted  in  Seville  during  the  last  thirty  jeK* 
In  1644  he  was  in  the  company  of  Juan  Acacio,  and  in  1645  b  ik 
company  of  Luis  Lopez. 

Diaz  Navarrete  (Alonso),  actor  in  the  cottfMuiy  of 
bai  de  Avendano  in   1623,  and  in  the  same  oompanjr,  wiA 
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wife  Antonia  de  Vkoria,  in  1632.  Both  appeared  in  Lope's 
La  Conprttncia  en  los  Nohles  ( 1628). 

Diaz  DE  Robles  (Pedro)  and  his  wife  Juliana  Candau  were 
in  the  company  of  Manuel  Vallejo  in  1631,  and  in  that  of  Andres 
de  la  Vega  in  1638-59. 

Diego,  actor  in  Antonio  de  Prado's  company  in  1633-35 (?). 
(Resell,  I,  p.  322,)  This  is  probably  Diego  de  Guevara,  husband 
of  Maria  de  Ceballos,  who  was  in  the  same  company.  See  also 
under  Mencos,  Nauarrete,  Robledo, 

DiEST  (Miguel)  and  his  wife  Manuela  de  Escamilla  were  in 
the  company  of  Sebastian  de  Prado  and  Juan  de  la  Calle  in 
Dec.,  1659. 

D105  (Ana  de),  actress  in  the  company  of  Felix  Pascual  in 
r665-68(?). 

EtoLZA  (Jose)  took  subordinate  pans  in  the  company  of  Ber- 
nardo de  la  Vega  in  Seville  in  1672. 

EtoMiNco  (Vicente),  "tocaba  con  ^an  primorcl  clarin,"  His 
wife  was  Luisa  Lopez,  daughter  of  the  autor  Luis  Lope«  de 
Sustactc. 

Domingo  (Vicente)  and  his  wife  Luisa  Antonia  were  in  the 
company  of  Francisco  Gutierrez  in  Seville  in  1668. 

DoMiNGUEz  (Andres),  actor  in  the  company  of  Alonso 
Riquclme  in  t6lO.  The  name  Dominguez;  also  occurs  in  the  cast 
of  Lope's  La  gran  CQlumna  fogosa  ( 1629). 

Dominguez  (Cebrjan)  and  his  wife  Maria  Tardia  were 
players  id  Madrid  in  1619. 

DoROTEA,  actress  in  the  company  of  Bartolome  Romero  in 
1631  (?).  She  appeared  in  the  cast  of  Jacinto  Cordero's  play  El 
Fav^r  it  la  Sentencia,  written  in  1616.  (Sanchc2-Arjona,  p.  273,) 
also  under  Sierra. 

DuARTE  (Ambrosio)  or  Ambrosio  Duarte  [Martinez?], 

Portugese  musician,  and  his  wife  Maria  de  Prado  were  in  the 

ipany  of  Antonio  de  Prado  in  Valladolid  in  1645  and  in  that  ot 

tbastian  de  Prado  in  Nov.,   1651;  she  played  primeras  damas, 

}d  both  (he  as  musico)  were  in  the  same  company  in  1659,  t66t, 

id  1662  (with  Prado  and  Escamilla),  when  she  played  segundas, 

1663  both  were  in  Jose  Carrillo's  company,  she  playing  first 

In  1664  both  were  in  the  company  of  Bartolome  Romero 
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and  Juan  de  la  Calle,  and  in  1665  in  the  company  of  Francisco 
Garcia  {Pupilo). 

DuARTE  (Gabriel),  actor  in  the  company  of  Alonso  dc  Cts- 
ncros  and  Mclchor  dc  Villalba  for  one  year  from  March  5,  1395 
and  in  the  company  of  Jimenez  dc  Valenzuela  in  1602.  He  agreed 
to  act  in  the  company  of  Juan  dc  Morales  Mcdrano  in  1606,  and 
afterwards  withdrew.  He  was  with  Alonso  de  Heredia  in  1614, 
and  with  Hcrnan  Sanchez  dc  Vargas  for  ti*'0  years  {1617—19). 

DuARTE  (Jeronimo),  member  of  the  company  of  Jadntii 
Riquelme  in  Seville  in  1652. 

DuARTE  (Martin),  actor  in  3  joint  company  in  16 14,  and  io 
the  company  of  Juan  Roman  in  March,  1639,  in  which  he  agrctd 
to  act  for  one  year;  in  the  following  month  we  find  him  in  At 
company  of  Juan  Rodriguez  de  Antriago,  to  act  at  Corpus  in  Ac 
villa  de  Botox. 

Elguero  (Francisco)  and  his  wife  Francisca  Muiio*  (Bflt 
part  in  the  Corpus  festival  at  Triixcque  and  Penalver  in  163^ 
and  at  Hita  in  1637. 

Elvira  (Feuncisco  de)  of  Alcaraz  and  Juan  Ibanez  produced 
the  dances  and  "inventions"  at  the  Corpus  festival  at  Alont 
in  1554. 

Enciso  (Francisco  de),  "cloth-shearer,"  and  his  wife  Sebu- 
tiana  de  la  Paz  acted,  sang,  and  danced  at  the  Corpus  fetival  it 
Galapagar  in  161 9,  and  at  Fuente  dc  Saz  in  the  same  year. 

Enriquez,  early  actor  mentioned  by  Rojas,  Via§e,  p.  13. 

Enriquez  (Diego),  actor  in  the  company  of  Hcrnan  Sandx* 
de  Vargas  for  one  year  from  Nov.  ti,  1633. 

Enriquez  (Jacinto),  member  of  the  company  of  Luis  Lopt* 
in  Seville  in  1645,  and  with  Esteban  Nuficz  in  1648. 

Enriquez  (D*  Manuela)  of  Valencia,  wife  of  Juan  Baiitin 
Valenctano;  she  was  in  her  husband's  company  in  16171  s*^ 
appeared  in  Lope  dc  Vega's  El  Desden  vtngado.  She  and  bef  bu»- 
band  were  in  the  company  of  Cristobal  Ortiz  de  Villaxsn  tf 
Corpus  in  Seville  in  i6i9f  when  Manuela  received  a  gratwiy '^ 
50  ducats  for  excellent  acting.  She  was  in  the  company  of  her  Inv 
band  in  Seville  in  1620,  also  receiving  a  gratuity,  and  appeared  ii 
the  title  role  of  Claramonte's  La  infeiiz  Dorotea.  In  1621  o^ 
1622  she  was  again  in  her  husband's  company,  appearing  id  dr 
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t  latter  year  in  Lope's  Nueva  Victoria  de  D,  Gonzalo  de  Cordoba. 
She  is  probably  the  Emanuela  Henrriqucs,  widow,  who  was  resid- 
ing in  Valencia  in  1628,    v.  text,  p.  193,  n.  8. 

Enrjquez  (Pedro),  actor  in  the  company  of  Juan  Roman  in 
March,  1639;  in  the  following  month  he  was  one  of  a  joint  com- 
pany under  Juan  Rodriguez  de  Antriago,  until  Shrovetide,  1640. 

Enriquez  (Tomas),  celebrated  gradoio;  in  the  company  of 
Antonio  de  Prado  in  1624,  and  in  Romero's  company  in  1657  till 
Shrovetide,  1639.  He  was  in  Seville  in  1642,  1645,  and  1645,  in 
the  company  of  Bart.  Romero,  his  name  also  appearing  in  the  com- 
pany of  Luis  Lopez,  in  Seville,  in  the  latter  year.  His  wife  was 
Maria  Roman,  la  Asturiana,  also  called  Marimorena. 

EscAMiLLA  (Antonio  de),  native  of  Cordoba.  His  real  name 
vi^as  Antonio  Vaxquez.  He  married  Francisca  Diaz  in  Granada, 
and  had  two  daughters,  Manucla  and  Maria  de  Escamilla.  Cota- 
relo,  Migajas  del  Ingenio,  p.  202,  says  that  Ana  and  Maria  de 
E^amilla  were  the  daughters  of  Francisca  Diaz  and  her  first 
husband  Juan  de  la  Cruz,  musician,  of  Granada,  and  that  Manuela 
was  the  only  daughter  of  Escamilla  and  Francisca  Diaz.  Antonio 
de  Escamilla  we  find  as  a  member  of  Antonio  de  Prado 's  company 
in  1650,  and  in  1651  he  and  his  daughter  Maria  were  in  the  com- 
pany of  Sebastian  de  Prado.  In  1659  he  was  graeioso  in  the 
company  of  Sebastian  de  Prado  and  Juan  de  la  Calle,  and  in  1661 
had  a  company  at  the  Corpus  festival  in  Madrid.  In  1662  he  had 
a  company  with  Sebastian  de  Prado,  and  represented  autos  with  his 
own  company  in  1663,  1664,  1665,  1670,  1671,  and  1672.  In  1673 
he  was  in  the  company  of  Felix  Pascua!;  in  1674  as  ffracioso  with 
Simon  Aguado,  and  in  1675,  1676,  1677,  and  1678  he  again  had  a 
company  and  represented  autos  at  Madrid,  In  1679,  1680,  and 
1681  he  was  in  Manuel  Vallejo's  (W  Moto)  company,  as  grac'wso. 
In  Sept.,  1690,  he  was  in  Cadiz.  (Paz  y  Melia,  Catalogs, 
No.  2550.) 

Escamilla  (Manuela  de),  daughter  of  Antonio  de  Escamilla 
and  Francisca  Diaz,  and  wife  of  Miguel  Dicst  (1659).  Probably 
before  this  she  had  borne  a  son  to  Alonso  dc  Olmedo,  el  Afozo,  q.  v. 
In  1658  she  was  in  the  company  of  Francisco  Garcia,  and  in  1659 
with  Sebastian  de  Prado  and  Juan  de  la  Calle,  playing  third  parts. 
In  1661,  1662,  1663,  1664,  1665,  1671,  1672,  1676,  1677,  and 
1678  she  played  third  parts  in  her  father's  company.     In   1673 
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she  was  with  Felix  Pascual,  m  1674  with  Simon  Aguado.  In  1679, 
1680,  and  1681  she  was  in  the  company  of  Manuel  Vallejo.  For 
her  the  comedia  Pedro  de  Urdemaias  was  written.  (  Paz  y  Mdii, 
Cat.,  No.  2550,)  According  to  Pellicer  (Vol.  II,  p.  85),  she  wis 
born  in  Mon forte  de  Lemos,  GaJicia,  first  appeared  upon  the  stigt 
at  the  age  of  seven,  was  married  at  thirteen  and  a  widow  at  fifteen, 
remarried,  and  died  in  1695. 

EscAMiLLA  (Mabja  de),  daughter  of  Antonio  de  Escamilli, 
was  m  the  company  of  Antonio  de  Prado  in  1 650  and  1651.  In 
1658  she  was  with  Francisco  Garcia,  and  in  1659  played  fourth 
parts  in  the  company  of  Sebastian  de  Prado.  In  1663,  1664,  taA 
1665  she  was  tnuska  in  the  company  of  her  father. 

EscoBEDO  (Antonio  de)  and  his  wife  were  acting  in  Madrid  in 
1584,  In  Dec.,  1589,  he  w^as  in  the  company  of  Alonso  de  Co- 
neros;  in  March,  r6o2,  he  belonged  to  a  joint  company  directri 
by  himself,  Mclchor  de  Leon,  Diego  Lopez  de  Alcaraz,  and  Pedro 
Xsmenez  de  Valenzuela,  which  was  to  represent  autos  and  comedie 
in  Toledo.    See  Scobedo  (Antonio  de). 

EscoRiGUELA  (JuAN  de)  ,  a  native  of  Tronchon  tn  Aticbk 
He  is  probably  the  actor  who  appeared  as  Liseo  in  Lope's  Semirw 
en  buerta  tierra  (161 6)  :  the  name  is  twice  written  Elscrudt,  aJ 
it  is  possible  that  it  may  be  a  different  person.  He  was  ia  ik 
company  of  Antonio  de  Prado  in  1623,  and  again  in  t6;ji,  l63Ji 
i634-36(?),  and  1639,  taking  old  men's  parts  in  the  bner  jot 
His  wife  was  Jeronima  de  Sierra,  who  died  shortly  after  Dec  JS 
1641.  In  1645  he  was  acting  in  Valladolid,  when  bis  ntat* 
given  as  Juan  de  Esguriguillas  Arino.    (M.  y  M,,  p.  566.) 

EscuDERO  (Lorenzo),  member  of  Antonio  de  Prado's  comfit* 
in  1639-  He  managed  a  company  and  represented  in  La  Si**^ 
ria  at  Seville  in  1649,  and  in  1650  was  in  the  comiHUiy  of  t-^ 
Lopez, 

EsPADA  (Ambrosio  de)  played  old  men's  parts  in  LotW 
Hurtado's  company  in  Seville  in  1642. 

EsPANA  (Juan  de)  was  in  the  company  of  Bernardo  de  la  Vi^ 
In   1672,  and  ffraeiosa  m  the  company  of   Magdalcna 
Seville  in   1677.     He  was  formerly  a  physician   in   the 
Hospital  of  Madrid, 

EsPANA  (  Pedro  db)  ,  actor  in  the  company  of  Dtego  Lopo  * 
Alcaraz  in  April,  1607,  and  in  the  company  of  Alonso  de  Hen* 


V 


SPANISH  ACTORS  AND  ACTRESSES     ^67 


in  March,  1614.  His  name  appears  in  the  cast  of  Lope  de  Vega's 
La  huena  Guarda  (1610),  represented  by  Riquelme's  company. 
In  1621  he  was  in  the  company  of  Alonso  de  Olmcdo.  {Bull.  Hisp. 
(jgoS),  p.  244.) 

Esp ANGLES  (Los),  3  Company  under  the  management  of  Nicolas 
de  los  Rios  in  Jan.,  1589.     {N.  D.,  p.  24.) 

EspiNOLA  (Juan  Bautista)  of  Seville,  autor  de  eomedias  in 
Feb.,  1633,  when  he  was  in  Alicante.  His  company  consisted  of: 
Maxitnilaano  Morales,  who  played  second  parts;  Francisco  de 
Arteaga  and  his  daughter  Maria  de  Morales;  Francisco  de  Valencia 
and  his  wife  Maria  de  Herrcra,  both  second  pans;  Juan  de 
Samaniego  and  his  wife  Maria  de  la  O,  who  played  third  parts, 
and  Juan  de  Garabito,  cobrador.  Perhaps  this  name  should  be 
EspiNOSA  instead  of  EspiNOLA. 

£spinosa(  ?),  actor  in  1631.     {Nuev&t  Dalos,  p.  221.) 

Espinosa  (Ana  Maria  de),  wife  of  the  autor  Juan  Roman 
(1637).     (Nurvos  Datoij  p.  262;  Sanchcz-Arjona,  p.  335.) 

Espinosa  (Beatriz  de)  and  her  husband  Nicolas  Oracio  Carta- 
gines  were  in  the  company  of  Diego  Lopez  de  Alcaraz  in  1603. 

Espinosa  (Damian  de),  actor  in  March,  1638,  in  the  com- 
pany of  Andres  de  la  Vega;  autor  in  the  same  year  and  in  1639. 
Hi*  company  on  July  25,  1638,  consisted  of:  Gabriel  Cintor,  Anto- 
nio de  Benavente,  Antonio  de  Salinas,  Pedro  de  Bienpi'ca,  Manuel 
de  Vellon,  and  Bias  de  Heredia.  The  Gabriel  de  Espinosa  (JV.  D., 
p.  294)  is  almost  certainly  a  mistake  lor  Damian  de  Espinosa. 

Espinosa  {  Juana  de)  ,  second  wife  of  the  autor  Tomas  Fernan- 
dez de  Cabrcdo  {1635).  In  1642  Belmonte  wrote  for  her  (then 
a  widow)  the  comedia  //  an  tiempo  Rey  y  Vtisalio.  In  1643  she 
mnd  Luis  Lopez  managed  a  company.  She  died  before  March, 
1647  (Avfr'tg.,  p.  170),  leaving  three  children,  Francisca  and  her 
two  younger  sisters.    See  under  Fernandez  de  Cabredo. 

ESflNOSA   (JttAN   BaUTISTA  Dh),  OUtor  dt  comedias  in   1634- 

1637.    See  above,  under  Espinola  (Juan  Bautista  de). 

Espinosa   (Manuela  Maria  oe)  and  her  husband  Manuel 

Vallejo,  et  Mozo,  were  members  of  the  company  of  Antonio  de 

[lastro  in  1656,  and  of  Juana  de  Cisneros'  company  in  Seville  in 

<66o.     Her  first  husband  was  Rafael  Arquer.     She  died  in  1670, 

lafael  Arquer  and  Maria  de  Espinc^a  are  found  in  the  list  of 

kvcndano's  company  in  1632,     (Cotarclo,  Tirso,  p.  202.) 
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EspiNOSA  (SiLVESTRE  dh),  actor  in  Mftdrid  in  1584.  {B.  H. 
(1906),  p.  363.) 

EsTANQUE  (Francisco),  actor  in  the  company  of  Cxrlos  <le 
Salazar  in  1676. 

EsTEFANiA,  actress  in  Antonio  dc  Prado's  company  in  Beoi- 
vente's  Ei  Murmurador.    (Rosell,  I,  pp.  143,  394.) 

Estrada  (Luis  de),  actor  in  1626.  He  was  in  Antonio  df 
Prado's  company  in  Seville  in  1639,  and  in  Lorenzo  Hurtado'* 
in  1645.  His  name  occurs  in  the  cast  of  the  anonymous  comcdit 
Pacienda  en  la  Fortuna  (Restori,  Studj,  p.  1 43),  and  in  Cordcro* 
El  Favor  en  la  Stntencia  (1626).     (Sanchez-Arjona,  p.  2.^2.) 

Eugenia,  v.  Arteaga,  Osorio,  and  Villegas. 

Eugenia  Maria,  wife  of  the  actor  Gonzalez,  called  el  Grta*[_ 
dino  and  el  Mean,  about  1632-36. 

Exea  (Juan  de)  and  his  wife  Salvadora  de  Ochoa  wctt 
Bait.  Pinedo's  company  in  1613. 


Fabiana  Laura,  actress,  was  born  at  Granada,  the  dtu^bier 
of  a  physician,  D.  Matias  Andres  de  Eslava,  and  O*  Salvadm 
Hurtado,  She  ran  away  from  home  and  at  an  early  age  oUTrinl 
the  actor  Miguel  Bermudez,  whose  second  mfc  she  was  (t66o). 
in.  which  year  they  both  belonged  to  the  company  of  Francisct 
Lopez  in  Seville.  Fabiana  Laura  was  afterward  in  the  follownC 
companies:  Manuel  Vallejo's  in  1672,  playing  second  pa(9; 
Felix  Pascual's  in  1673,  playing  first  parts;  Simon  Aguado's  >» 
1674,  first  parts;  Manuel  Vallejo's  in  1675,  1676;  Agustin  Mininl 
de  Castilla's  in  1677,  1678;  Jose  Garcia  de  Prado's  in  1679,  «J 
in  Jeronimo  Garcia's  in  1680,  always  playing  primerm  ir—** 
She  died  in  Madrid,  Jan.  23,  1698.  See  Sanchez-Arjoru.  Jatbt- 
p.  425. 

Fadrique,  actor  in  the  cast  of  Lope  de  Vega's  El  Detdt*  it* 
Sado  (1617),  and  in  his  Nueva  Victoria  de  D.  Gonzaia  dt  Cwiti* 
(1632).  He  also  appeared  as  D.  Garci  Nunes;  in  ClaranMaR* 
La  infeliz  Dorotea  (1620)  in  the  company  of  Juan  Bap.  VJaf 


Fajardo  (Ana),  wife  of  Francisco  de  Vclasco;  both  vittt'v 
Pedro  de  la  Rosa's  company  in  1636.  In  1637  t^«y  paid  ajoon"* 
for  A  costume. 
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Fajarjx>  (Ines),  wife  of  Nicolas  dc  ViUanueva;  both  were  in  a 
joint  company  from  1614  till  Shrovetide,  161 5,  with  Pedro  Bravo 
and  others. 

Fajardo  (Juan),  actor  in  the  company  of  Tomas  Diaz  in 
Seville  in  1643.  In  1644  he  was  in  ValladoUd  in  the  company  of 
Francisco  de  Guzman  Morales.  (M.  y  M.,  p.  566.)  One  Juan 
Fajardo  had  charge  of  a  dance  at  Corpus  in  Alcaraz  in  1599- 

Falcon  (Diego),  member  of  the  company  of  Juan  Acacio  in 
Seville  in  1619. 

Falcon  (Jaime),  tailor,  and  actor  in  the  company  of  Juan 
Acacio  in  1619;  perhaps  a  brother  of  Diego.  He  was  in  the  com- 
pany of  Manuel  Vallejo  in  1623  and  seems  to  have  been  in  Acacio's 
company  again  in  March,  1 626. 

Falcona  (Ana),  actress  in  the  company  of  Juan  Acacio  in 
161 7,  receiving  a  gratuity  of  550  reals  at  the  Corpus  festival  for 
excellence  in  acting  and  costumes  in  the  auto  El  Salteedor  del 
Cielo.  In  1 619  she  was  the  wife  of  Juan  Acacio  and  belonged  to 
his  company. 

Farinas  (Dominco)  and  his  wife  Maria  del  Rio  were  acting 
in  ValladoUd  in  1652.     (M.  y  M.,  p.  567.) 

Feliciano  (Francisco),  actor  in  the  company  of  Jose  Garcia 
de  Prado  in  Seville  in  1658. 

FeLipa  Maria  played  fourth  parts  and  danced  in  the  company 
of  Luis  Hurtado  in  Seville  in  1642.  There  was  a  Felipa  Maria  in 
the  company  of  Felix  Pascual  in  1673  as  understudy. 

Felipe,  actor  in  the  cast  of  Lope's  El  piadoso  dragonts  (1626), 
taking  the  part  of  D.  Pedro  de  Agramontes. 

FELIPE  {  Miguel),  member  of  the  company  of  Carlois  de  Salazar 
in  Seville  in  1676. 

Feliseo  (Gabriel  pRAMCrsco)  played  barbas  in  the  company 
of  Magdalcna  Lopez  in  Seville  in  1677. 

Felix  (Francisco),  actor  in  1636;  his  wife  was  the  actress 
Mariana  de  Talavera. 

Fernandez  (Alonso),  actor  in  the  company  of  Nicolas  de  lot 
Rioi  in  1609. 

FsuNANDEZ  (Andres),  aufor  de  comrdias  in  Madrid  tn  1623- 
1624,  jointly  with  Juan  Bautista  Valenciano. 
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Fernandez    (Andres),   actor  in   the  company   of   Carlos  ^ 
Salaaar  in  1676.    Here  he  is  called  "brother  of  Alonso." 

Fernandez  (Francisca),  daughter  of  Xomas  Fernandez 
Cabredo  and  Juana  de  Espinosa-  In  March,  1647,  after  the  dcaiii 
of  her  mother,  she  petitioned  the  King  to  be  paid  the  sum  due  ber 
mother  for  eight  private  performances  given  to  the  Queen.  Sbt 
had  two  younger  sisters,  who  were  left  without  support  by  ^ 
death  of  their  mother.     {Averiguador,  p.  170.) 

FERNANDEr  (Gaspar),  actor  in  the  company  ol  Diego 
in  1659,  and  cobrador  in  Antonio  de  Escamilla's  company  in  I 
and  1678. 

Fernandez  (Juan)  brought  out  a  cturo  in  the  autot  tt 
in  1570  and  1573. 

Fernandez  (Juan),  actor  and  musician  in  isgj. 

Fernandez  (Juak),  husband  of  Catalina  de  Leon  of 
who  was  in  the  company  of  Juan  Martinez  in  163 1. 

Fernandez  (Juan),  actor  in  the  company  of  Antonio  de  fja- 
milla  in  1670,  1671  {segundo  galan),  and  1675;  in  1674.  tc  •» 
with  Simon  Aguado,  and  in  1679  with  Manuel  Vallejo. 

Fernandez  (Luisa)  of  Murcia,  daughter  of  D.  Frandw 
Velastegui,  and  wife  of  the  actor  Antonio  Leonardo.  She  mi  a 
the  company  of  Antonio  Ordaz  in  Valencia  in  1&64,  and  cuoev 
Madrid  and  played  founh  parts  in  the  company  of  Antonio  ^ 
Escamilla  in  1669  and  1670,  and  third  parts  in  Manuel  Vallejc'i 
company  in  J672,  1673,  1676,  1679,  1680,  and  1681,  in  the  lis 
two  years  as  understudy. 

Fernandez   (Macdalena),  wife  of  Diego  de  Medini; 
were  in  Antonio  de  Prado's  company  in  1 632. 

Fernandez  (Manuela),  actress  {cuarta)  in  thecMnptDi*' 
Antonio  de  Escamilla  in  it'll. 

Fernandez  (Micaela),  actress  in  the  company  of  Fmadw 
Lopez  in  1660;  with  Manuel  Vallejo  in  1670,  and  with  Mi^li*' 
Icna  Lopez  in  Seville  in  1677.  She  is  said  to  have  been  »  d^wr 
in  the  role  of  dama  as  in  that  of  galan  in  male  attire.  She  wis  ^ 
daughter  of  Miguel  Fernandez  Bravo  and  Isabel  Ana.  {Cottr^ 
Migajas  del  Ingenig,  p.  203.)  There  were  two  utli-fa*** 
actresses  named  Isabel  Ana ;  which  one  is  meant  here,  I  io  mf 
know.     Micaela  Fernandez  in  1688  was  acting  in  the  coovMir*' 
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Matias  de  Castro,  and  in  1689  in  that  of  Escarailla.  She  died 
in  1691. 

Fernandez  (Miguel),  aulor  de  comedias  in  charge  of  the 
eutoi  at  Sevitle  in  1657.  In  1660  he  was  in  the  company  of 
Francisca  Lop«z,    His  wife  was  Jacinta  Gallcgo, 

Fernandez  (Sebastiana),  younger  sister  of  Luisa  Fernandez, 
played  tegundas  damat  in  the  company  of  Antonio  Ordaz  in  1664. 
She  was  in  the  company  of  Antonio  de  Escamilla  in  1669  and 
again  in  1676;  in  1671  with  Felix  Pascual,  and  played  third  parts 
in  Manuel  Vallcjo's  company  in  1672,  1673,  and  1675.  In  1679 
she  was  In  the  company  of  Jose  Garcia  de  Prado,  and  in  1680  with 
Jeronimo  Garcia.  She  married  Vicente  Salinas,  and  both  retired 
from  the  stage  and  set  up  a  shop  selling  "barros  y  dukes  de  Portu- 
gal" in  the  Carrera  de  San  Jeronimo,  Madrid,  where  they  lost  all 
their  savings,  so  that  Sebastiana  lived  on  the  alms  of  the  theatrical 
companies.  She  died  in  the  Calle  de  las  Huertas  on  Sept.  29,  1702, 
(Cotarelo,  Miffajai.) 

Fernandez  Bravo  (Miguel),  see  above  under  Fernakdbz 
(  MiCAELA ) .    Perhaps  the  same  as  MtGUEL  Fernandez. 

Fernandez  de  Cabredo  (Tomas),  famous  autor  dt  comedidi 
and  graclosQ.  In  1607  he  had  a  company  in  Valfadolid,  and  in 
1608  and  1609  he  represented  at  the  Coiheo  in  Seville;  in  161 1 
and  t6i2  he  represented  two  aatos  at  Corpus  in  Madrid,  receiving 
600  ducats.  He  was  one  of  the  autorei  authorised  by  the  decree 
of  1615,  and  first  represented  Lope  de  Vega's  £/  Bobo  del  Colrgio 
(before  1618).  His  wife  Juliana  Antonfa  fs  first  mentioned  in 
1619.  {N.  D.,  p.  180.)  In  1623  and  1624  he  took  part  in  the 
Corpus  festival  at  Seville,  when  he  represented  the  auto  of  Clara- 
monte.  El  Vaile  de  la  Muerte.  He  was  one  of  the  five  founders 
of  the  Cofradia  de  la  Novena.  In  1625  he  represented  autoi  in 
Madrid,  and  beginning  in  June,  bis  company  performed  ten  come- 
dias  privately  before  the  King.  In  Oct.,  163a,  he  began  to  repre- 
sent in  La  Monteria,  Seville,  and  brought  out  the  autos  at  Corpus 
in  the  following  3ear.  In  1634  he  again  represented  four  comedias 
before  the  King,  On  June  5,  1635,  he  was  in  Valladolid,  and 
returned  to  La  Monteria  in  Seville  in  Nov.,  1637,  where  he  also 
represented  an  auto  in  1638,  and  in  the  early  part  of  this  year 
performed   in  the  same  theater.     In   1637   he  gave  no  less  than 
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seventeen  representations  before  the  King,  and  also  give  m  att 
in  Madrid.     In  163s  his  wife  was  Juana  de  Espino&a.,  by 
he  had  three  daughters;  Francisca  and  two  younger,  whose 
are  not  given.    The  fint  wife  of  Fernandez  was  Ana  Maria  de  h 
Pefia,  whom  he  married  in  Valladolid  in  1 607.     (Marti  y  Mcm», 
Estudim,  p.  566.)     In  the  cast  of  Ricardo  de  Turia's  La  bellu- 
EspaSola  (printed  in  1616),  as  represented  by  Xoraas  Femini 
occur  the  names  La  S*  Ana  Maria  [de  la  Pena?]  and  La  S*  Jn^ 
[de  Espinosa?].     He  first  represented  Lope  de  Vega's  La  Cnfc 
iencia  en  lot  Noblet  (1628?).    Fernandez  died  before  Dec,  iM- 
the  date  of  the  license  of  Belmonte's  play  J   un  tiempa  Rtj  r 
Fasallo,  which  he  wrote  for  Juana  dc  Espinosa,  'Viuda  de  Tom* 
Fernandez."      Perhaps  he   died   before    Corpus,    164.I,   for  it  ■ 
probable  that  la  Viada.  whose  company  represented   two  smtn  e 
Madrid  in  that  year,  was  Ana  de  Espinosa.    v.  Schacic,  N^htrifi. 

PP-  72-  73- 

Fernakdez  de  Castro  (Juan),  actor  in  the  company  of  $<*•• 
tian  de  Montemayor  tn  Sept.,  1599. 

Fernandez  de  Garrote  (Antonio),  actor  in  the  compsflf «( 
Bartolome  Romero  for  one  year  from  Feb.  25,  1640. 

Fernandez  de  Guardo  (Alonso)  and  his  wife  Ana  Cabell* 
were  in  the  company  of  Antonio  de  Prado  in  1614—16  mi  ip* 
peared  in  Tirso's  La  Tercera  de  ia  Sancta  Juana,  and  both  *d< 
in  the  company  of  Sanchez  de  Vargas  in  1619—20. 

Ferrer  (Jose),  cobrador  in  the  company  of  Pablo  Mirtia  4( 
Morales  in  Seville  in  1678. 

Ferrer  (Maria  Lopez),  v.  Lopez  (Maria). 

Ferrer  (Vicente),  native  of  Valencia  living  in  Madrid.  10^ 
his  wife  Maria  Ruiz  were  members  of  the  company  of  Juan  * 
Tapia,  Luis  de  Castro,  and  Alonso  de  Paniagua  from  Mardi  4- 
1602,  for  one  year.    He  was  in  a  joint  company  in  i6ch- 

FiGUEROA  (Ana  de),  widow,  actrcs  in  the  company  of  SaockA 
de  Vargas  for  one  year  from  Jan.,  J635. 

FiGUEROA  (Francisca  de)  and  her  husband  Antonio  Heno» 
de  Mendoza  were  members  of  the  company  of  Cristobal  de  A*v 
dano  in  1632. 

FiGUEROA  (Gabriela  oe),  daughter  of  Roque  de  Figueroa*' 
Mariana  de  Olivares.  She  was  in  her  father's  company  in  l6j' 
and  in  Valencia  in   I&49,  playing  second  pares,  likewise  In  ^ 
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company  of  her  father.  In  1650  she  was  in  Pedro  de  la  Rosa's 
company.  She  married  Jose  Garceran,  and  played  first  parts  in 
his  company  in  Seville  in  1657  and  1658,  and  in  Valencia  in  1664. 
She  died  in  Mailorca  before  1668. 

FiGLfEROA  (Jeronima  de),  wife  of  Juan  de  Figueroa;  both 
were  members  of  the  company  of  Matias  de  Castro  y  Salazar  in 

1673- 

Figueroa  (Juan  de),  v.  the  preceding. 

Figueroa  (D»  Maria  de),  wife  of  Francisco  de  Rivera;  both 
^crc  in  Carlos  dc  Salazar's  company  in  1675. 

Figueroa  (Roque  de)  of  Cordoba,  famous  autor  de  comeduis 
and  friend  of  Lope  de  Vega.  He  and  his  wife  Mariana  de  Olivares 
were  in  Domingo  Balbin's  company  from  Sept.  i,  1623,  till  Shrove- 
tide, 1624,  receiving  1 1  reals  for  maintenance  and  22  reals  for 
each  performance.  In  March,  1638,  he  represented  eight  comedias 
before  the  King,  four  in  the  Pardo  and  four  in  the  Salon  de 
Madrid;  and  in  1627,  1629,  and  1630  he  represented  autos  at 
Corpus  in  Madrid.  {Nuevos  Datas,  pp.  316,  ai8.)  His  company 
appeared  in  Seville  in  1626,  representing  an  auto,  and  again  in  1632 
at  the  Coiiseo.  In  1631  he  performed  in  the  Casa  Real  de  Campo; 
in  1634  he  gave  eight  comedias  privately  before  the  King,  and  ten 
tn  the  following  year.  In  1635  he  represented  the  comedia  Peligrar 
en  hi  Remrilias,  which  was  written  for  him  by  Rojas  Zorrilla,  as 
the  MS.  shovre.  (Pass  y  Melia,  Cataloga,  No.  2552.)  The  latest 
notice  that  1  have  found  of  his  company  is  1649,  when  he  was  at 
Tarragona.  (Schack,  ibid.,  p.  73.)  Figueroa  received  a  careful 
education,  and  the  story  is  related  of  him  that  some  accident  hav- 
ing befallen  the  preacher  at  a  festival  in  the  parish  of  S.  Sebastian, 
Madrid,  Figueroa  took  off  his  sword,  ascended  the  pulpit,  and  de- 
livered an  address  in  Latin,  to  the  great  surprise  of  all  his  hearers. 
It  was  Figueroa  who  first  produced  the  two  famous  plays  of  Tirso 
de  Molina,  El  Condenado  por  deiconftada  and  El  Burlador  de 
Sevilla,  and  a  number  of  Montalvan's:  No  ay  Vida  como  la  Honra 
(before  1632,  "in  which  Antonia  Manuela  appeared  with  great  ap- 
plause"), El  Mariscal  de  Biron,  El  Senor  D.  Juan  de  Amtria,  Cum- 
plir  t«n  tu  Ohligacion.  He  had  two  children,  Miguel  de  Figueroa,  a 
captain  of  cavalry,  who  died  in  Milan,  and  a  daughter  Gabriela,  q.  v. 
He  died  in  1&51.  In  Gallardo,  Ensayo,  Vol.  II,  p.  688,  we  read 
that  Figueroa  first  married  Ana  Ponce,  whose  obsequies  were  cele* 
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brated  in  1633.  But  she  must  have  died  long  before  this,  as  he 
was  married  again  in  1623.  Moreover,  this  "antigua  y  loable 
costumbre  de  celebrar  las  honras  de  los  defuntos"  was  often  cele- 
brated annually.  Figueroa  died  at  Valencia  at  the  age  of  eighty, 
according  to  Gallardo.  (Ibid.)  For  his  company  in  163 1, 
V.  Q>tarelo,  Tirso,  p.  206.    (Rosell,  Vol.  I,  pp.  165,  224.) 

Florencia  y  Carrillo  (Dibgo  Prudencio  de),  actor,  married 
Maria  de  Santa  Cruz  in  Valladolid  in  1653.    (M.  y  M.,  p.  567.) 

FuNiES  (Catalina),  actress,  and  wife  of  the  hawker 
(buhonero)  Lazaro  Ramirez.  The  Cofradia  de  la  Novena  had 
its  origin  in  a  miracle  concerning  her.  For  her  story  v.  Entremeses. 
Loas,  etc.,  de  Quihones  de  Benavente,  ed.  D.  Cayetano  Rosell, 
Madrid,  1874,  Vol.  II,  appendix.  Her  daughter  was  Bemarda 
Ramirez,  wife  of  Sebastian  de  Prado,  q.  v. 

Flores  (Francisca),  actress  in  the  company  of  Pedro  de  la 
Rosa  in  1636. 

Flores  (Caspar)  had  charge  of  the  dances  at  Corpus  in 
Madrid  in  1649. 

Flores  (Isabel  de),  member  of  the  company  of  Carlos  de 
Salazar  in  Seville  in  1676. 

Flores  (Juan  de),  called  Siete  Coletos,  actor  in  the  company 
of  Francisca  Lopez  in  1660.  His  wife  was  Maria  de  la  O  de  la 
Beruga.  He  was  drowned  at  Huelva  in  1678,  while  in  the  com- 
pany of  Ines  Gallo. 

Flores  (Maria),  daughter  of  Maria  de  Salinas  and  actress  in 
the  company  of  Bartolome  Romero  and  Juan  de  la  Calle  in  1664, 
playing  fifth  parts  and  music. 

Flores  (Maria  de),  called  Mariflores,  wife  of  Pedro  Rodri- 
guez in  1590,  when  both  belonged  to  the  company  of  Jeronimo 
Velazquez.  In  1602  she  was  in  Valladolid,  apparently  in  the  com- 
pany of  Jeronimo  Lopez.  (M.  y  M.,  p.  566.)  In  1606-07  both 
were  in  the  company  of  Melchor  de  Leon.  She  was  in  her  hus- 
band's company  sometime  prior  to  16 10,  when  he  died.  She  ap- 
peared in  the  comedia  by  the  Count  of  Lemos,  La  Casa  confusa, 
in  Lerma,  before  Philip  III.,  in  Oct.,  1618.  In  1629  she  executed 
a  power  of  attorney  to  recover  money  due  her  by  Melchor  de  Leon 
since  1 606.  Leon  was  apparently  in  Brussels  with  his  company 
in  1629.  She  was  unable  to  sign  her  name.  She  is  mentioned  by 
Suarez  de  Figueroa  in  161 5,  among  the  famous  actresses  of  that 
time. 
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FoNSECA  (Alokso),  mussco.  member  of  the  company  of  Rueda 
and  Ascanio  (1638-39).     (Rosell,  I,  p.  366.) 

FONSECA  (Maria  db),  daughter  oi  Pedro  de  Fonseca,  actress  in 
the  company  of  Matias  de  Castro  in  Seville  in  1673.  She  was  in 
Manuel  Vallejos  company  in  1681  as  understudy, 

Fonseca  (Nicanor  db),  actor  in  the  company  of  Francisco 
Gutierrez  in  Seville  in  1668. 

Fonseca  (Nicolas  de),  actor  in  the  company  of  Luis  Bernardo 
dc  Bobadilla  for  one  year  from  Feb.  28,  1637.  An  actor  by  the 
same  name  was  tn  the  company  of  Franclsca  Lopez  in  1663. 

Fonseca  (Pedro  de),  son  of  Alonso  Fonseca,  was  a  member 
of  the  company  of  Laura  de  Herrera  in  16&3,  and  of  Francisco 
Gutierrez  in  Seville  in  1668;  in  1673  he  and  his  daughter  Maria 
were  in  the  company  of  Matias  de  Castro  in  Seville.  He  died 
in  1682. 

FoNTAKA  (Maria),  actress  in  the  company  of  Andres  dc  la 
Vega  in  1638. 

FoNTELA  (Nicolas  de),  member  of  the  company  of  Antonio  de 
Rueda  in  1639.    The  same  as  Nicolas  de  Fonseca? 

Francesquina  (La),  Italian  actress  in  Madrid  in  15871  in  the 
company  of  Drusiano  Martinelli.  {Nuevos  Datoij  p.  21.)  Her 
nunc  was  Silvia  RoncagU. 

Francisca,  wife  of  the  actor  Andres  de  Labaya ;  both  were  in 
Manuel  Vallejo's  company  in  1651. 

Francisca,  actress  in  the  company  of  Pedro  Cebrian  in  Lope's 
Quien  mas  no  puede  ( 1616),  and  in  Heredia's  company  in  the  cast 
of  Del  Monte  sale.  Perhaps  the  latter  was  Francisca  Paula,  wife 
ol  Mencos,  who  was  in  the  same  company, 

FiUNCiscA,  actress  in  the  company  of  Hernan  Sanchez  de  Vargas 
aC  Corpus  in  Seville  in  1621. 

Francisca,  actress  in  the  company  of  Antonio  dc  Prado  (1633— 
1636?}.    (Rosell,  I,  pp.  270,  394.) 

Francisca,  actress  in  the  company  of  Pedro  de  la  Ro«a  in 
1660-61.    (S.-A.,  p.  330.) 

FkANCisCA,  see  also  under  Arteaga,  Bazan,  Bbzok,  Florbs, 
Gbvaro,  Gongora,  Hinestroza,  Lopez,  Manso,  Ortiz,  San 
"•^icuBL,  Torres,  Vallejo. 

Francisca  Antonia,  wife  of  Francisco  Tomt,  actress  in  the 
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company  of  Luis  Bernardo  de  BobadiUa  for  one  yar  fratn 
March  12,  1637;  both  were  in  Bartolomc  Romero's  company  tor 
one  year  from  Feb.  22,  1638. 

Francisca  Feliciana,  actress  in  the  company  of  Jiuui  Peree  de 
Tapia  in  Seville  in  1 662. 

Frakcisca  Maria,  daughter  of  Maria  Gabrtela ;  both  were  in 
the  company  of  Claracnonte  from  June  19,  1614,  tOl  Shrovedde, 
1615, 

Francisca  Maria,  la  Nina,  played  the  part  of  the  infant  Jess 
in  the  auto  Siquis,  in  the  company  of  Juan  Bautista  V^alcndiino  in 
Seville  in  1621, 

Francisca  Maria,  wife  of  Manuel  Vallejo ;  both  were  in  the 
company  of  Diego  Vallejo  in  Seville  in  1619.  In  1622—23  she  wa 
also  acting  in  her  husband's  compani'.  She  died  on  Nov.  21,  1627.  in 
the  Calle  del  Nino.  v.  under  Vallejo  {Manuel  de).  Sheleit 
a  daughter,  also  named  Francisca  Maria. 

Francisca  Maria,  v.  Valdivia. 

Francisca  Paula,  wife  of  Diego  de  Mcnco*;  botii  were  ifl 
the  company  of  Bartolome  Romero  in  1638  and  1640,  and  witli 
Manuel  Vallejo  in  1639.  In  the  latter  year  they  acted  in  LttfaaOi 
Mcncos  playing  vexetes  and  his  wife  third  parts.  (  jV.  £).,  p.  4961) 
V.  also  Roscll,  Vol.  I,  pp.  162,  358,  and  under  Perez. 

Francisca  Teresa,  actress  in  the  company  of  Antonio  de  Castit 
in  Seville  in  1656. 

Francisco  (Juan),  actor  in  the  company  of  Jcronimo  Saocto 
in  1623.  An  actor  by  this  narae  belonged  to  the  compw;  «f 
Manuel  Vallejo  in  1670  and  1679,  to  the  company  of  Magdalce* 
Lopez  in  1674  and  1677,  and  to  Jeronimo  Garcia's  in  1680,  &i 
was  prompter  in  Carvajal's  in  i68t. 

Francisco  (Manuel)  or  Manuel  Francisco  MARiiKtf. 
ei  Brillantr,  played  galanri  in  the  company  of  Antonio  de  Prailo* 
1650.  In  1656  he  was  with  Antonio  de  Castro  at  the  CoHf. 
Seville;  in  1660  with  the  company  of  Juana  de  Cisneros;  in  ifM 
with  that  of  Francisca  Lopes  and  Laura  de  Herrcn:  te  tf0t 
with  Francisco  Gutierrez;  in  1672  played  second  ffolanrt 
Antonio  de  EscamiUa,  and  in  1674  was  with  the  canspanf 
Magdalena  L«pez  in  Seville. 

Francisco  Feux,  v.  Felix, 

Francisco  Vicente,  son  of  the  actress  (?)  Lucia  Bravo.    * 
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•W9S  killed  in  1638,  and  his  mother  accused  the  actor  Diego  de 
L/ton  of  being  concerned  in  his  death.    Sec  also  under  Vicente. 

Franco  (Lucas)  of  Murda,  actor  in  1619. 

Franco  (Luis),  actor ( ?)  in  1602.    (N.  D.,  p.  62.) 

FitANCo  (Pedro)  brought  out  the  auto  Ltn  cinco  Scntidtfi  at 
Corpus  in  Seville  in  1560- 

Frasquito,  actor  in  the  cast  of  Alarcon's  Las  Pareiet  oyen, 
1617. 

Fresno  (Ana  del),  daughter  of  Pedro  del  Fre$no;  she  was 
in  Pedro  dc  la  Rosa's  company  in  1637. 

Fresno  (Pedro  del)  played  first  old  men's  parts  {barba}  in 
Pedro  dc  la  Rosa's  company  in  1637  and  1638. 

Frutos  (Francisco  de),  in  charge  of  one  of  the  dances  at  the 
Corpus  festival  in  Madrid  in  162S. 

Frutos  (Pedro  de),  ^rachso  after  the  middle  of  the  seven- 
teenth century,    v,  Solis,  Poetias,  Madrid,  1692,  p.  296. 

Frutos  Brabo  (Jos£),  celebrated  grachio;  he  and  his  wife 
Josefa  Lobaco  were  members  of  the  company  of  Antonio  de  Prado 
in  1632  and  i655(?),  and  again  in  Seville  in  1639.  See  Rosetl, 
I,  pp.  127,  322;  S.-A„  pp,  280,  325.  He  was  still  living  in  1644, 
and  died  in  Toledo, 

Fuensalida  (Jeronimo  de),  lessee  of  the  corralei  of  Madrid  in 
1604  and  i6og. 

FfENTE  (Sebastian  de  la)  ,  actor  in  the  company  of  Alonso  de 
Heredia  in  161 4. 

FuENTE  (Tomas  de  la)  of  Toledo,  auior  de  comedias  m  1584. 
V.  Rojas,  Viage  entretenido,  p.  362.    He  had  a  brother  Juan. 

FuENTES  (Domingo),  member  of  the  company  of  Alonso 
Velazquez  in  Seville  in  1598.  The  name  Fuentcs  occurs  in  the 
cast  of  Lope's  La  hrrmofa  Eittr  (1610)  when  it  was  first  repre- 
sented by  the  company  of  Sanchez  de  Vargas. 

Fuentes  (Francisco  de),  called  Monguia,  from  a  character 
«•»  TJrso's  Santo  y  Sastrf,  played  vejett$  in  Manuel  Vallejo's  com- 

ly  in  1679-81.     He  married  Jeronima  Quirante,  daughter  of 

dro  Quirante.    He  was  still  acting  in  1&95, 

Fuentes  (Isabel  de),  called  Lama  de  Cache. 

Fuentes  (Lbonor  de),  sister  of  the  preceding,  actress  in  the 
ntremesef  of  Bcnavente. 


478     SPANISH  ACTORS  AND  ACTRESSES 

Gadea  (Micaela  db),  wife  of  Alonso  de  Riquelme  {Much, 
1602),  acted  in  her  husband's  company  at  the  Corpus  festi»»l  in 
Seville  In  1607.  She  died  before  March  30,  1608,  when  Riqidax 
married  Catalina  de  Valcazar. 

Gaitan  (Juan)  played  subordinate  parts  in  the  compaJir  of 
Magdalena  Lopez  in  Seville  in  1674. 

Galiano  (Antonio),  actor  in  the  company  of  Andres  de  U 
Vega  from  March,  i639t  for  one  year. 

GaLIKdO  (Francisco),  auturie  (omedias  in  Ma.rch,  1637,  iw^- 
ing  a  joint  company  {compaiiia  de  partes). 

Galindo  (Mariana),  daughter  of  Maria  de  Guzman  Ruedi; 
she  was  in  the  company  of  Juan  Acacio  at  Corpus  in  Seville  ia 
1644,  when  she  received  a  gratuity  of  400  reak.  In  the  follow- 
ing year  she  was  in  the  company  of  Lorenzo  Hurtado, 

Galvez  (Isabel  de),  actress  in  the  company  of  her  faieiaP' 
Francisco  Garcia  in  1658,  and  in  Antonio  de  Escamilla's  oointilin 
in  1664,  playing  ie^undas  damas.  In  1665  she  was  again  in  Fr*>- 
cisco  Garcia's  company.  (Perez  Pastor,  Calderon  Documftuy 
PP- 353, 308.)  In  Nov.,  1657,  while  acting  in  Madrid,  and  Wing tkfi 
the  wife  of  Garcia,  Isabel  de  Galvez  was  carried  off  by  the  Caak 
de  Monterrey  and  the  Marques  de  AJmazan,  who  had  no  difficvi^ 
in  pacifying  the  irate  husband,  according  to  Barrionuevo,  ^f^'- 
III,  p.  552.  He  calls  the  actress  La  Galvez,  "una  corned iantamcli 
bizarra."    She  was  Garcia's  second  wife. 

Galvez  (Jeronimo  de),  one  of  the  earliest  of  Spanish  Aat- 
rical  managers.  On  Nov.  29,  1579,  Galvez  and  Juan  Grini* 
gave  the  first  representation  in  the  new  Corral  de  la  Cm  i« 
Madrid.  On  Dec.  3,  1581,  he  represented  in  the  Corral  i*  >* 
Paekeca,  and  several  times  thereafter  in  that  year  and  in  1 58*.  ^ 
again  in  1584.  In  1590  he  was  acting  in  the  company  of  Jerooi»» 
Velazquez,  who  calls  Galvez  "mi  companero  y  autor,"  (Kw* 
Pastor^  Datos  desconocidos,  p.  146.  See  Appendix  A.)  Suant^ 
Figueroa  mentions  Galvez  among  the  famous  actors  then  (1615' 
deceased.  He  died  in  Valladoltd  in  1&04;  hts  full  niroe  «* 
Jeronimo  Millan  de  Galvez.     (M.  y  M.,  p.  567.) 

Gallego,  actor  in  the  company  of  Rodrigp  Osorio  in  Vaknoi 
in  the  latter  part  of  the  sixteenth  century  (1588?).  (CotnA 
Lope  de  Rueda,  p.  30. ) 
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Gallego  (Jacinta),  actress,  wife  of  Miguel  Fernandez 
(1657).    She  died  in  Granada. 

Gallbgo  (Juan),  actor  in  the  company  of  Francisco  Gutierrez 
in  Seville  in  1668,  and  harpist  vrith  Antonio  de  Escamilla  in  167 1 
and  1672.    In  1676  he  was  with  the  company  of  Carlos  de  Salazar. 

Galleoos  (Juan),  lessee  of  the  theater  in  Toledo  in  1608. 

Gallo  (Ines),  wife  of  Pedro  Carrasco,  a  famous  tenor.  She  is 
said  to  have  been  the  daughter  of  D.  Antonio  de  Pedraca,  who 
was  murdered  in  the  Puerta  del  Sol.  She  had  a  company  of  players, 
and  was  drowned  at  Huelba  in  1678. 

Gamarra  (Bernarda),  daughter  of  Miguel  Jimenez  and  Ber- 
narda  Teloy.  She  was  a  member  of  the  company  of  Manuel 
Vallejo  in  1631. 

Ganassa  (Alberto  Nasbu  de),  Italian  actor,  who  first 
brought  a  company  of  players  to  Madrid  in  1574.  In  a  document 
dated  Madrid,  1581,  he  styles  himself  "Alberto  Naseli,  alias 
Ganassa."  He  took  part  in  the  Corpus  festival  at  Seville  in  1575 
and  returned  in  1578  and  1583.  In  May  and  June,  1579,  he  repre- 
sented in  the  Corral  de  Puente,  Madrid,  and  frequently  thereafter 
in  that  year  and  in  1580-84.  See  Appendix  A  His  company  in 
1581-82  comprised:  Cesare  di  Nobile,  Giovanni  Pietro  Pasquarelo, 
Cipion  Graselli,  Giulio  Villanti,  lacopo  Portalupi,  Carlo  Masi, 
two  Spanish  musicians:  Pedro  de  Salcedo  and  Anf  Laso,  besides 
Vincenzo  Botanelli,  alias  Curcio  Romano.  See  text,  pp.  29,  n.  i, 
et  passim,  and  Cotarelo  in  Revista  de  Jrchivos,  1908,  pp.  42  S.  Lope 
de  Vega,  who  doubtless  knew  Ganassa,  mentions  him  in  several  of 
his  comedias,  and  in  one  of  them  he  introduces  a  servant  whose 
speeches  throughout  are  in  the  Bergamask  dialect.  See  El  Genoues 
liberal  (an  early  play),  Comedias,  Part  IV,  Pamplona,  1614. 

Ganteo  (Felipe),  actor  who  took  part  in  the  autos  Las  Lagri- 
mas  de  San  Pietro  and  Los  vicios  Locos  del  Infiemo  in  the  town  of 
Borox  in  1604. 

Garabito  (Juan  de),  cobrador  in  the  company  of  Juan  Bap. 
Espinola  in  1633,  and  seems  also  to  have  managed  a  company  in 
that  year.    He  is  mentioned  also  in  1637. 

Garay  (Teresa  de),  mfe  of  Antonio  Marin;  both  were  in  the 
company  of  Jacinto  Riquelme  in  Seville  in  1652.  In  1660  she 
played  segundas  damas  in  Jeronimo  Vallejo's  company.     She  was 
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the  first  wife  of  Juan  de  Sequciros,  according  to  Cotarelo,  Mifije 
del  Ififftnio,  1908,  p.  194. 

Garcer-AN  (Jose)  of  Mallorca  had  3  company  in  La  Mcaterk. 
Seville,  in  1657-58,  and  in  Valencia  in  1668.  His  wife  Gabrab 
de  Figueroa,  daughter  of  Roque  dc  Figueroa,  played  first  p«m  i 
his  company.    He  died  in  1678. 

Garces  (Marcos),  *■/  Caphcol,  was  in  the  company  of  Die|P 
Osorto  in  1659,  and  harpist  in  Antonio  de  Escamilla's  cotnpasT 
in  1661,  1662,  and  1663.  In  1671,  1672,  and  1673  he  washarpis 
and  segundo  barba  with  Felix  Pascual. 

Garcia  (Alonso),  actor  in  the  company  of  Andtxs  de  dtf* 
monte  in  161 4. 

Garcia  (Ana),  widow,  in  Oct.,  1636,  of  Pedro  Gaidi  * 
Quintanilla,  and  mother  of  the  actress  Rufina  Justa. 

Garcia  (Blas),  actor  in  the  company  of  Francisco  Velo  ^ 
Guevara,  Pedro  de  Cobaleda,  and  Francisco  Alvarez,  for  one  jof 
from  March  13,  1639. 

Garcia  (Brigioa),  wife  of  the  actor  Francisco  de  San  MJgvl- 
q.  V. 

Garcia  (Domingo),  Pertecitla,  harpist  in  the  cominay  < 
Simon  Aguado  and  Juan  dc  la  Calle  in  1662,  and  also  with  Jfl* 
Carrillo  in  the  same  year.  In  1665  he  was  with  Felix  PneaiL 
and  died  in  Granada  in  16S9. 

Garcia  (Francisco)  and  his  wife  Maria  Sanchez,  of  Otid 
Rodrigo,  were  members  of  the  company  of  Alonso  Riquelme  <« 
two  years,  from  March,  1 602,  till  1 604.  v.  Garcia  de  TotiW 
(Francisco). 

Garcia  (Francisco),  autor  de  comedias  in  1639.  (^t>'**' 
Datos,  p.  311.)  An  actor  by  this  name  appeared  in  Y^Aaxttii 
A  un  tiempo  Rey  y  Vasallo  in  1642.  Francisco  Garcia, 
Granada,"  and  D*  Jacinta  Reyes,  both  players,  were 
Valladolid  in  1642.    (M.  y  M.,  p.  566.)     See  the  followins. 

Garcia  (Francisco),  Papilo,  and  his  wife  Jacinti  Evg^ 
were  in  the  company  of  Esteban  Nunez  at  Seville  in  1648.  (S.*-^ 
p.  384.)  He  afterward  belonged  to  the  following  compafli^- 
in  1650  he  played  first  galanei  with  Luis  Lopez;  in  1651  br  ** 
with  Sebastian  de  Prado;  in  1654  with  Esteban  NuAez  in  Se«* 
In  1656  he  had  a  company  and  represented  autot  ia  Madiiti  ^ 
in  1637  and  165S  his  company  performed  at  the  Teatro  de  It  O* 


SPANISH  ACTORS  AND  ACTRESSES    481 

In  1659  he  was  with  Sebastian  de  Frado;  in  1660  with  Juana  de 
Cisneros,  whQe  in  1665  he  represented  autos  in  Madrid.  In  1 671 
his  company  acted  at  La  Monteria  in  Seville  and  produced  an  auto; 
in  1675,  1676,  and  1680  he  was  first  barba  in  Manuel  Vallejo's 
company,  and  in  1679  he  was  with  Jose  Garcia  de  Prado.  In  1657 
the  wife  of  Francisco  Garcia  was  Isabel  de  Galvez.  According  to 
Cotarelo,  Migajas  del  Ingenio,  p.  205,  Garda  married  a  third  wife, 
Maria  de  Vallejo,  sister  of  Carlos  and  Manuel  Vallejo,  el  Moxo. 
This  was  some  time  before  1672.  He  died  at  Torrel^iuna  in  1689. 
In  1674  a  Francisco  Garcia  and  his  wife  Antonia  Maria  were  mem- 
bers of  the  company  of  Magdalena  Lopez  in  Seville.  Whe- 
ther this  was  one  and  the  same  person,  I  have  no  means  of  deter- 
mining. 

Garcia  (Jbronimo),  actor,  joined  the  Brotherhood  of  the 
Novena  in  1653.  He  was  a  gracioso,  and  married  Bemarda 
Manuela,  called  Rabo  de  Vaca.  He  was  in  the  company  of  Jose 
Garcia  de  Prado  in  1679,  autor  de  comedias  in  1680,  when  he  rep- 
resented an  auto  in  Madrid,  and  in  the  company  of  Juan  Antonio 
de  Carvajal  in  1681. 

Garcia  (Juan),  actor  in  Seville  in  1658,  in  the  company  of 
Jose  de  Prado. 

Garcia  (  Lorenzo)  plajred  third  parts  in  the  company  of  Anto- 
nio de  Fscamilla  in  1671.  He  seems  to  have  been  with  Manuel 
Vallejo  in  1670,  playing  quartos.  (Migaxas  del  Ingenio,  fol.  57.) 
He  died  in  1682. 

Garcia  (Manuel),  actor  in  the  company  of  Francisca  Lopez 
in  Seville  in  1660.  There  was  a  Manuel  Garda,  called  Asadurilla, 
who,  after  Lorenzo  de  Prado's  death  (1649?),  married  his  widow, 
Manuela  Mazana.    Perhaps  this  is  the  same  person. 

Garcia  (Melchor),  actor  in  the  company  of  Manuel  Vallejo 
in  1674. 

Garcia  (Miguel),  actor  in  the  company  of  Magdalena  Lopez 
in  Seville  in  1674. 

Garcia  (Roqub),  member  of  the  company  of  Juan  Martinez 
for  one  year  from  March  2,  1633.  He  was  to  act,  dance,  sing, 
write,  and  prompt  for  3  reals  per  day,  besides  3  reals  daily  for 
maintenance. 

Garcia  (Rufina),  "famosa"  played  third  parts  in  the  company 
of  Pedro  de  Ortegon  in  Seville  in  1635.    This  was  undoubtedly 


482     SPANISH  ACTORS  AND  ACTRESSES 

Rufina  Justa,  the  daughter  of  Ana  Garcia  and  Pcdfo  Guda  de 
Quintanilla,  maestro  de  armas.  The  above  cxplairK  why  m  % 
ha  by  Quiiiones  de  Benavente,  represented  by  Fernandez  In  i6^ 
she  calls  herself  "Rufina,  la  de  Ortegon."  Sec  Rosell,  Vol.  L 
p.  298,  and  also  ibid.,  pp.  55,  288,  433;  on  the  latter  page  h^| 
the  jacara  that  was  represented  by  Ortegon's  compan)'  in  i6j5^ 
Rufina  was  in  the  company  of  Tomas  Fernandez,  as  we  see  fnm 
the  above,  in  1636)  and  also  in  1637;  in  1650,  at  CTorpus,  lix  in> 
in  Antonio  de  Prado's  company.    She  died  in  1668. 

Garcia  (Teresa),  actress  in  the  company  of  Juan  Rodriguo 
de  Antriago  in  1637.  There  was  a  Teresa  Garcia  in  the  oHnptnr 
of  Luis  Lopez  in  Seville  in  1650, 

Garcia  Carril  (Juan),  actor  for  one  year  from  ScpL  24,  i6j7. 
in  the  joint  company  of  Juan  Rodriguez  de  Antriago. 

Garcia  Flores  (Gabriel),  lessee  of  the  theaters  of  Madrid  in 
i64o(  ?).     {Nu^t'os  Datos.  p.  325.) 

Garcia  de  Guevara  (Pedro)  played  second  parts  in  tbc  cm- 
pany  of  Bartolome  Romero  in  1637—38. 

Garcia  de  Frado,  v.  Prado, 

Garcia  db  Saunas  (Pedro),  noted  gradoto  in  the  ooiiif«T 
of  Alonso  Riquelme  in  Jan.,  161 9  (residing  in  Zz^ngiaxs.  in  dat 
year).  On  Feb.  15,  1619,  he  and  his  wife  Jeronima  de  Vilcttu 
agreed  to  act  in  the  company  of  Hernan  Sanchez  de  Varps  iw 
two  years  from  Shrovetide  tilt  Shrovetide,  162 1.  He  was  in  tk 
company  of  Manuel  Vallcjo  in  1631-32.  His  wife  Jcronina  di 
Valcazar  was  in  the  same  companies,  and  both  appeared  in  Loft  ^ 
Vega's  El  Castiga  sin  Venganza  in  1632.  v.  also  Rosell,  V'oL  L 
p.  277. 

Garcia  de  Toledo  (Francisco),  actor  in  a  joint  ixaf»f 
called  Los  Andalucrs  in  1605— 06. 

Garcia  de  Vergara  (Pedro)  and  his  wife  Francisca  Maria  "J* 
Valdivia  were  members  of  the  company  of  Francisco  Solano  hwa 
Aug,  10,  1637,  till  Shrovetide,  1638;  in  the  following  ym  bt  w» 
in  the  company  of  Juan  de  MalaguiUa  (March  9,  t6j8).  (A'.  0- 
P.  287.) 

Garrote  (Antonio)  [or  Saviote?]  played  old  men's  pass ii 
the  company  of  Banolome  Romero  in  Seville  in  1642-43. 

Gasque  (Juan  or  Juan  Salvador),  actor  in  the  companf  •' 
Baltasar  Pinedo  in  March,  161 1.    At  Corpus  of  this  year  beactoi 
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in  Madrid  in  the  company  of  Tomas  Fernandez.  On  Jan.  7,  i6i4t 
when  he  describes  himself  as  a  native  of  Orihuela  then  residing  in 
Zaragoza,  he  agreed  to  join  the  company  of  Pedro  de  Valdes  for 
one  year.  He  was  then  in  the  company  of  Morales.  {N.  £)., 
p.  136.)  On  March  13,  161 4,  he  contracted  to  join  Baltasar 
Pinedo's  company  for  one  year,  and  on  June  19  of  the  same  year 
he  joined  the  company  of  Andres  dc  Claramontc,  till  Shrovetide, 
1615.     (/iin/.,  pp.  142,  145.) 

Gbvaro  (Francisca),  wife  of  Pedro  de  Castro;  both  were  in 
Oomingo  Balbin's  company  in  Seville  in  161  j. 

Gbvaro  (Juan  oe),  actor  in  Balbin's  company'tn  1613.  v.  also 
Guevara  (Juan). 

Gil  (Isidro),  actor  in  the  company  of  Francisco  Solano  in 
1637-38.  On  March  21,  1639,  he  and  his  wife  Jeronima  Rodri- 
guez agreed  to  act  in  the  company  of  Damian  de  Espinosa.  Ten 
days  after  this  he  joined  the  company  of  Francisco  Velcz  dc  Gue- 
vara, Pedro  de  Cobaleda,  and  Francisco  Alvarez. 

Gil  de  Cordoba  (Juan),  actor  in  the  company  of  Cristobal  de 
Avendano  in  1623. 

GoBiA  (Gaspar  de)  played  flrst  and  second  ^alattes  in  the 
company  of  Andres  de  la  Vega  in  1638-39. 

GoDiNiz  (Felipe)  played  parts  of  barba  in  Pedro  dc  Ortegon's 
company  in  Seville  in  1635. 

GoDos  (Matias),  actor  in  the  company  of  Felix  Pascualin  1671. 

GoDOY  (Juan  Diaz),  native  of  Fuentcs  del  Ebro,  actor  in  the 
company  of  Gaspar  de  Porres  for  two  years  from  Feb.  15,  159a. 

Gouov  (Mateo  de)  of  Granada  was  in  a  joint  company  headed 
by  Juan  Rodriguez  de  Antriago  (April  6,  1639),  and  took  part 
in  the  Corpus  festival  at  Borox  in  the  same  year.  In  1643  he  was 
in  Bart,  Romero's  company  in  Seville,  and  in  1644  with  Antonio 
dc  Rueda,  also  in  Seville.  In  1659  he  was  with  Diego  Osorio; 
in  1660  he  seems  to  have  been  with  Pedro  de  la  Rosa  (S.-A., 
p.  330) ;  in  t66t  he  was  barba  in  Antonio  dc  EscamilU's  company; 
t66a  with  Sebastian  de  Prado;  1663,  1664,  1665,  1670,  and  1671 
again  with  EscamiUa.  His  first  wife  was  Damiana  de  Arias;  his 
second  was  Isabel  Bazan,  who  died  in  Seville  in  165S.  For  the 
company  in  which  he  appeared  in  1655,  v,  Solis,  Potslaj.  Madrid, 
1693,  p.  173.  He  is  the  author  of  the  entremcs  £/  Desafio,  pub- 
lished in  Ramiltrte  dr  Sainetes  ncoffidas,  etc.     (Zaragoza,  1673.) 
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Gomez,  actor  in  "una  compafiia  muy  humildc"  with  Rojai  iai 
Arze  before  1600.    Sec  Rojas,  Vutge,  pp.  9,  11. 

Gomez  (Alonso)  took  the  part  of  El  Empcrador  Valentt  in 
Lope's  La  prflM  Columns  foffosa  (1629). 

Gomez  (Bartolome),  actor  in  the  compsnjr  of  Jose  de  Priito 
in  Seville  in  1658. 

Gomez  (Macoalena),  widow  of  Pedro  Alonso  de  las  Cuens« 
had  charge  of  dances  at  Corpus  in  Madrid  in  1592. 

Gomez  Varela  (Diego)  and  his  wife  Micada  Lopez  were  to 
the  company  of  Manuel  Vallejo  in  1625. 

Gongora  (Atanasio  de),  actor  for  one  year  from  March  ii 
1632,  in  the  company  of  Bartolome  Romero. 

Gongora  (Francisca  de),  mother  of  Isabel  de  Gongon.  q.  »• 
Both  were  in  the  company  of  Cristobal  de  Avcndano  in  Mifdi. 
1632,  when  they  were  received  into  the  Cofradia  de  la  Not?ena. 

Gongora  (Isabel  db),  well-known  actress.  She  and  her  b* 
band  Juan  Vizcaino  were  in  the  company  of  Cristobal  de  Aveodvt 
in  1633;  in  Feb.,  1636,  she  is  described  as  the  widow  of  Jma 
Vizcaino  and  was  then  in  the  company  of  Pedro  de  la  Ros»  (fe 
one  year),  playing  second  parts  and  dancing.  In  1637-18  leii 
1639-40  she  was  again  in  Pedro  de  la  Rosa's  company,  abo  taknt 
second  parts.  Previous  to  this,  perhaps  between  16331  and  i6j('> 
she  had  been  in  the  company  of  Antonio  de  Prado.  See  Entrtmim 
de  Bfnavente,  ed.  Resell,  Vol.  I,  pp.  97,  174,  322,  She  ahtrwtsi 
married  Juan  Coronel,  a  hidalgo  of  Jadraque.  In  1 641  ajid  l6j6 
she  was  again  in  the  company  of  Pedro  de  la  Rosa,  and  died,  it  • 
said,  in  April,  1669.    See  Schack,  Nacktra§e.  p.  72. 

Gonzalez  (Bernarda),  wife  of  Juan  de  Angulo  in  Jan^  1619. 
when  both  agreed  to  act  for  one  year  in  the  company  of  Tob* 
Fernandez. 

Gonzalez  (Hern an),  early  actor  (1580)  in  Madrid. 

Gonzalez  (Juan)  of  Seville,  a  silversmith  and  clothes  dt^ 
(pialero  y  tratante  en  rofia),  brought  out  aut<n  at  Seville  at  Coif* 
in  1582,  1587,  1590.  1591.  and  1593. 

Gonzalez  (Juan),  grttdotti  in  the  company  of  Pedro  ^ 
Valdcs  in  1625-26. 

Gonzalez  (Juan)  and  his  wife  Polonia  Maria  were  io  1^ 
company  of  Tomas  Diaz  in  Seville  in    1643,    and   in  LoRS* 


ORS  AND  ACTRESS 

Hurtado's  company  in  1645.  In  1648  both  were  in  the  company 
of  Esteban  Nunez  in  SevUlc,  when  he  is  called  Juan  Gonzalez 
Valcarcel.  In  1660  he  was  in  the  company  of  Pedro  de  la  Rosa^ 
and  in  t66l  in  that  of  Antonio  de  Escamilla,  Perhaps  it  was  he 
who  appeared  (about  1635?)  in  the  anonymous  comedia  Paciencia 
en  la  Fortuna.  v.  Restori,  Studj,  p.  143.  Whether  he  was  the 
Juan  Gonzalez,  called  Zapizurri.  who  died  in  Calatayud  in  June, 
1667,  I  do  not  know.    See  the  following. 

GoKZALEZ  (Juan),  actor  in  the  company  of  Diego  Osorio  in 
1659;  segunda  galan  in  the  company  of  Ant.  de  Escamilla  in 
1661,  1663,  1664,  and  1665;  in  the  company  of  Juan  de  la  Calle 
and  Simon  Aguado  in  1662.  He  seems  to  have  been  still  acting  in 
1670-75.    V.  Migsxas  del  Ingenio,  fol.  79,  v. 

Gonzalez  (Jusepe)  and  his  wife  Luisa  Benzon  agreed  to  act 
for  two  years,  from  March  5,  1595,  in  the  company  of  Aionso  de 
Cisneros  and  Melchor  de  Villalba. 

Gonzalez  (Matias),  lessee  of  the  profits  received  by  the  hos- 
pitals of  Madrid  in  16 1 8. 

Gonzalez  (Pedro)  and  his  wife  Micaela  Orti^  were  in  the 
company  of  Jose  de  Prado  in  Seville  in  1658.  In  1655  a  Pedro 
Gonzalez  was  grachso  in  the  company  of  Antonio  Lavella,  and 
died  in  1684.     Perhaps  the  same.     The  name  also  appeals  in  the 

»cast  of  Lope's  La  ffran  Calumna  foffosa  ( 1629). 
Gonzalez  (Sebastian)  and  his  wife  Catalina  Tcllez  were  in 
the  company  of  Domingo  Balbin  from  Sept.  i,  1623,  till  the 
following  Shrovetide,  On  Oct.  14,  1623,  he  acted  with  the 
Madrid  company  called  Los  Conformes,  in  the  comedia  La  Morka 
parrida,  by  Juan  de  Villegas  at  Legancs,  Wc  hear  of  him  again  in 
_   1653  in  the  company  of  Francisco  Lopez,  representing  the  autot  at 

■  Madrid,  and  m  Nov.,  1635,  he  had  a  company  of  players,  when 
his  wife  was  Maria  Manuela,  and  his  company  agreed  to  give  fifty 

y  representations  in  Valencia,  beginning  in  December.  {N.  D., 
^^.  343.)  A  Gonzalez  and  also  a  Catalina  were  once  in  Prado's 
Bcompany,    See  Rosell,  Vol.  I,  p.  394. 

■  C5o^fZALEZ,  called  el  Granadino  and  el  Meon,  actor  in  1632- 
mSj6{  ?)•    His  wife  was  Eugenia  Maria. 

^    Gonzalez     Camacho     (Alonso),     native    of     Mcmbrilta 
'Toledo) ,  musician  in  the  company  of  Roque  de  Figueroa  in  1631- 
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1632,  and  m  that  of  Htrnan  Sanchez  de  Vai^as  in  163J.   Se 
Rosell,  Vol.  I,  p.  224,  and  Cotardo,  Tirso.  p.  206. 

Gonzalez  Flores  (Gabriel),  lessee  of  the  theaters  of  MiiW 
In  1623. 

G0RRI2  (Cristobal),  played  minor  parts  in  the  conqunj  «f 
Ant.  de  Escamilla  in  1675,  1676,  1677,  and   1678. 

Grajales  or  Graxal  (Juan  de)  and  his  wife  Caaliin  ^ 
Peralta  were  in  a  joint  company  in  March,  1604;  both  were  in  i« 
company  of  Alonso  de  Villalba  in  Feb.,  1614.  On  March  18.  i6u 
both  agreed  to  join  the  company  of  Andres  de  Claraniooit  t* 
ore  year.  In  1626  he  was  in  the  company  of  Juan  de  Monb 
Mcdrano.  Both  appeared  in  Lope  dc  Vega's  La  Confirtenmr*!* 
Nobles  { 1628),  Grajales  is  mentioned  by  Rojas  among  the  »cw* 
who  were  also  playwrights.  {Viage,  p.  131.)  See  Barren,  C**- 
hifo,  p.  179. 

Grajales,  v.  Martinez  de  Grajales. 

Gran  Sultana  (La),  v.  Cordoba  (Maria  de). 

Gran  Turco  (El),  v.  Vega  (Akdres  de  l.-^). 

Granada  (Miguel),  dancer  in  the  company  of  Tomas  Feta*" 
des.    He  died  in  1636. 

Granado  (  Diego)  ,  el  Viejo,  had  charge  of  the  dances  at  Csfp* 
in  Madrid  in  1577,  1579,  1584,  and  1587. 

Granado  or  Granados  (Juan),  one  of  the  best  known  of  1^ 
older  Spanish  autom.  On  Nov.  29,  1579,  his  company  and  d* 
of  Jcronimo  Galvez  gave  the  first  representation  in  the  new  Citfd 
de  la  Crux.  His  company  appeared  several  tim^  in  that  yciTt*' 
in  1580  and  1581.  See  Appendix  A.  A  Juan  Granado,  soB<f 
Diego  Granado,  el  v'tejo,  had  charge  of  the  dances  catted  R^ 
manie.  Re'maldos.  Olheros,  and  Mvnttsintfs  at  Corpus  in  M«^ 
in  1584,  also  the  dances  in  1589,  1593-95,  1598.  1599.  and  ito*. 
This  was  probably  the  same  person.  In  1605  the  wife  of  Jb* 
Granado  was  Luisa  Martinez.  (N.  D.,  p.  355.)  See  the  Vf"*' 
esting  list  of  theatrical  costumes  which  he  bought  in  this  )Txr  fr^ 
Baltasar  Pincdo,  Bull.  Hisp,  ( 1907),  p.  369. 

Granado  or  Granados  (Luis)  of  Medina  del  Campo  and  k* 
wife  Jcronima  de  Aguilar  were  in  the  company  of  Diego  de  S*' 
tander  in  Dec.,  1 594.  He  wk  again  in  Santander's  companr  a 
June,  1597,  and  had  a  company  in  1606-13.  Prohabty  a  htvAe 
of  Antonioi. 
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Granados  (Alonso),  minstrct  in  the  company  of  Jeronimo 
Ruiz,  Francisco  de  Vera,  and  Alonso  dc  Morales  in  Madrid 
in  1592. 

GraNAOOS  (AntoNIa),  known  as  ia  divina  Antandra,  was  the 
"Wife  of  D.  Pedro  de  Castro  y  Salazar  (q.  v.),  and  the  mother 
of  Matias  de  Castro  y  Salazar.  (Sanchez-Arjona,  p.  430,  n. ; 
Schack,  Nacktrifff,  p.  jt.)  She  had  three  children,  and  died 
giving  birth  to  a  daughter  Susana.  Her  children  were  brought  up 
by  her  brother,  the  celebrated  Antonio  Granados. 

Gkanaoos  (Antonio),  one  of  the  most  famous  of  Spanish 
autores  de  comed'ms,  was  born  at  Madrid  in  1570,  and  was  an 
actor  in  the  company  of  Alonso  VelazqucK  in  Seville  in  1598. 
He  managed  a  company  in  1602,  and  was  one  of  the  eight  autorrt 
.authorized  by  the  decree  of  1603,  and  one  of  the  twelve  authorized 
by  the  decree  of  161 5.  Granados  first  represented  Lope's  Lot 
E$elm.'m  Hbres  (before  1604),  as  we  learn  from  the  Peregrino. 
^X^pc  calls  him  "Gallardo  galan,  gcntil  hombrc,  y  de  la  tierra.  del 
^Peregrino."  He  also  first  represented  Lope's  El  cuerdo  Loco 
i  1602)  and  La  galiarda  Toledana,  and  in  the  autograph  of  Lope's 
£/  Cordobh  valerosa  Pedro  CsrbonerOt  dated  at  Ocana,  Aug,  26, 
X603,  in  the  list  of  characters  we  find  Granados  (who  managed  the 
urompany)  in  the  role  of  Pedro  Carbonero,  and  Villcgas  in  the  part 
pf  the  king.  In  1&04  Granados  resided  in  Medina  del  Campo, 
lUid  in  the  same  year  (in  April-Juty)  he  was  in  Valladolid,  and 
pigain  in  1607.  In  1605  he  represented  autos  at  Seville,  and  again 
in  1615  and  161 8.  He  was  in  Zaragoza  in  1607  and  in  Oct.,  1608; 
[n  Jaen  in  July,  1610,  and  in  Malaga  in  Nov.,  1610;  in  Murcia 
in  May  and  June,  161 1  ;  in  Granada  in  Dec.,  1615;  in  Lisbon  in 
Sept.  and  Oct.,  1617,  and  in  Sept.,  1621.  In  1618  he  was  in  Zara- 
^za  and  came  to  Seville,  where  he  represented  Lope's  auto  Obrat 
ren  Amom  and  Poyo's  Las  Fuerzas  de  Sanson.  He  was  in  Madrid 
if]  Dec,,  1620,  and  Aug.,  1621,  and  in  1623  took  his  company  to 
Lisbon.  In  July,  1626,  he  represented  two  corned ias  before  the 
King.  He  was  received  into  the  Cofradia  de  la  Novena  in  1632. 
His  will  is  dated  June  8,  1641,  shortly  after  which  date  he  probably 
died.  His  wife,  who  survived  him,  was  Catalina  de  Azores  y 
lAvila.    He  left  no  children  or  other  heirs. 

GltANAims  (Maria  de),  actress  in  the  company  of  Diego  Lopez 
<k  Alcaraz  in  1603,  and  daughter  of  Luisa  de  Aranda.    On  May 
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24,  1604,  they  gave  a.  power  of  attorney  to  Caspar  de  Pono  Id 
sell  a  house  they  owned  in  Valladolid.  El  Maestro  Vicente  £$pind 
was  a  witness  to  this  instrument. 

Grifona  (La),  v.  Bernada  Manuela. 

GuARDiA,  actor  who  appeared  io  the  cast  of  TTirso's  La  Ttreen 
de  la  Sancta  Juana,  1614. 

GuEBARA  (Andres  de)  and  his  wife  Ines  de  Ulloa  y  SototDi)nr 
were  in  the  company  of  Hcrnan  Sanchez  de  Vargas  In  March,  l6a6: 
he  was  in  the  company  of  Pedro  de  Ortegon  in  Seville  in  1635. 
taking  principal  parts.  His  full  name  seems  to  have  been  Aixlro 
Gutierrez  de  Guevara,     (S.-A.,  p.  298(  n.) 

GuERMA  (GrECoMA  De)  ,  wifc  of  thc  autQr  de  comedias  Gzspu 
de  los  Reyes  in  1602. 

Guevara  (Antonio  oe),  brother  of  Luisa  and  Francisco  it 
Guevara;  actor  under  twenty-five  years  of  age  in  163),  in  dx 
company  of  Juan  Martinez.  In  1658  he  was  in  Jose  de  Prado'i 
company  in  Seville. 

Guevara  (Diego  de)  and  his  wife  Maria  de  Zaballos  were  a 
the  company  of  Manuel  Vallejo  in  1631 ;  in  1632  they  werr  is 
Antonio  de  Frado's  company,  acting  in  the  entremes  Las  Dnrio. 
(Rosell,  Vol.  I,  p.  322.) 

Guevara  (Francisca  Luisa  de),  wifc  of  Juan  de  C«np«; 
both  were  members  of  Manuel  Vallejio's  company  in  1631.  v,  ibl 
Gevaro  (Francisca). 

Guevara  (Francisco  db),  brother  of  Antonio  and  Luisa.  ifl' 
actor  in  the  company  of  Juan  Martinez  in  1 63 1.  This  8  w- 
doubtedly  Francisco  Veicz  de  Guevara,  q.  v. 

Guevara  (Isabel  de),  wife  of  Diego  Osorio  de  Velasoo,  f* 
cjoso.  Both  were  in  Pedro  de  Ortegon 's  company  in  Seville  ia  iftjj- 

Guevara  (Juan  de),  member  of  a  joint  company  of  &sna, 
with  Pedro  Bravo  and  others,  in  Madrid  in  1 614.  A  Juav  M 
Gevaro  or  Guevara  was  in  Balbin's  company  in  SevtUe  ia  1613- 

Guevara  (Luis  de)  played  galanei  in  the  company  of  Tan* 
Fernandez  in  1636-37.    His  wife  was  Ana  Coronel. 

Guevara  (Luisa  de),  wife  of  Pedro  de  Cobaleda,  and  aster  of 
Antonio  and  Francisco  de  Guevara.  She  played  third  parts  in^ 
first  musical  parts  in  the  company  of  Juan  Martinez  in  1631,  "»>' 
if  the  second  parts  be  ^signed  to  her,  she  Is  to  play  them." 

Guevara  (Mariana  de),  wifc  of  Juan  Catalan  in  Jan.,  i6od 
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when  both  agreed  to  act  in  the  company  of  Alonso  Riquelme  for 
one  year  from  Shrovetide,  1606,  to  Shrovetide,  1607.  In  Feb., 
1609,  there  is  mentioned  a  Mariana  de  Guevara,  wife  of  BartoLome 
de  Robles. 

Guevara  (Pedro),  v.  Cerezo  de  Guevara. 

Guevara,  v.  Cerezo  de  Guevara. 

Gutierrez  (Francisco)  and  his  wife  Mana  Lopez  were  in 
the  company  of  Luis  Lopez  at  Corpus  in  Seville  in  1650.  He  was 
a  native  of  Loratan,  near  Valladolid,  They  had  two  children: 
Luis  and  Juana  Gutierrez.  Francisco  afterward  married  a  Valen- 
cian  woman  named  Timotca.  He  had  a  company  in  Seville  in 
i66j,  1668,  and  1669,  In  1672  he  was  segundo  barba  in  the  com- 
pany of  Ant.  de  Escamilla,  and  in  1673  in  that  of  his  son-in-law 
Matias  de  Castro,    For  his  company  in  1668,  v.  Sanchez-Arjona, 

P-  447- 

Gutierrez  (Juana),  daughter  of  Francisco  Gutierrez  and 
IVfaria  Lopez,  and  second  wife  of  Matias  de  Castro  y  Salazar, 
whom  she  married  in  Valencia  (before  1662)  and  by  whom  she 
tiad  fourteen  children.  She  was  in  the  company  of  Juan  Perez  de 
Tspia  in  Seville  in  1662,  and  in  her  father's  company  in  i668t 
See  Sanchez-Arjona,  p.  460. 

Gutierrez  (Mariana)  and  her  husband  Antonio  de  Sampayo 
were  members  of  the  company  of  Antonio  de  Villegas  in  Feb.,  1 61 2. 

{B.H,  (1907),  p.  377) 

Gutierrez  (Simon),  actor  in  Ricardo  de  Tuna's  La  belH^era 

Eipunola  (printed  in  161 6).    v.  Rcstori,  Studj,  p.  92.    In  the  cast 

of  Tirso's  Ceht  con  Celos  te  curan  (1625)  the  part  of  Cesar  was 

taken  by  Gutierrez. 

Gutierrez  (Tomas)  brought  out  earros  at  the  Corpus  festival 

In  Seville  in  15S2,  1584,  and  1585.  Rodriguez  Marin,  Rincanete 
\y  CortetiiUh,  p.  134,  says  that  Tomas  Gutierrez  afterward  aban- 
doned the  theatrical  profession  and  kept  an  inn  at  Seville  in  the 
Oailc  de  la  Bayona,  where  Cervantes  lodged  in  1 585.  In  a  ballad 
entitled  "Trato  de  las  Posadas  en  Seuilta,"  we  read: 

Lo  priniero,  si  Ilegares 

aquelta  braua  posada 

que  esta  en  catle  de  Bayona, 

doflde  los  Principes  paran,  etc. 

{ktvue  H'upaniqut,  1905,  p.  137.). 
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This,  in  all  probability,  was  not  the  inn  where  Cervantes  stwppei 
If  it  was,  the  expcri*;nce  of  lodging  with  Princes  scrms  never  to 
have  been  .epeated  in  his  after-life.  According  to  Biuret  (b 
Figueroa's  Plaza  Universal,  Tomas  Gutierrez    was   deceased  ia 

t6l5. 

Gutierrez  de  Olivaris  (Andres  or  Antonio)  and  his  wifr 
Ana  Rotnera  were  acting  in  Oct.,  1603,  apparentl)r  in  the  oon- 
pany  of  Baltasar  Pinedo, 

Guzman  (Alejandro),  actor?  His  wife  was  Paala  it 
Medina. 

Guzman  (Juan  de)  of  Ayamonte,  musician  and  actor  in  1604 
for  two  years  in  the  company  of  Pedro  Xiroencz  de  Valcnnieli 
"He  is  to  receive  220  ducats,  the  necessary  food,  and  hiTC  \m 
clothes  washed." 

Guzman  (Pedro  de),  actor  in  the  company  of  Nicolas  dck) 
Rios  in  1609,  and  in  the  company  of  Manuel  Vallejo  in  MadoJ 
in  1633. 

Guzman  Morales  (FRANCtsco  de),  aator  de  comtdklB 
Valkdolid  in  1644.     (M.  y  M.,  p.  566.) 

Guzman  Rueda  (Maria  de),  "legitimate  mother"  of  Mariav 
Galtndo ;  both  were  in  the  company  of  Juan  Acacio  in  Sevjlk  i> 
1644. 

Haedo  (Juan  Bautista  de),  actor?  His  wife  D*  Mira 
Morote  played  first  parts  at  the  Corpus  festival  in  the  villa  dd 
Escorial  in  1636. 

Haro  (Alfonsa  de),  wife  of  Bartolome  dc  Robles  in  1643; 
both  were  in  the  company  of  Tomas  Diaz  in  Seville  in  that  ye^. 

Hard  (Luis  de),  actor  in  the  company  of  Pedro  de  Plat*  N" 
'March  24,  1587,  till  Shrovetide,  1588. 

Henriouez,  3Ctor,  apparently  in  the  company  of  Nicolil  ^ 
los  Rios  in  1601.    (Rojas,  Fiaffe,  p.  13.) 

Herbias  (Mariana  de),  wife  of  Luis  Alvarez;  both  wsr 
members  of  the  company  of  Alonso  Riqurlme  in  1610,  She  oak 
the  place  of  Lucia  dc  Salccdo,  "and  is  to  act  in  all  the  latter's  ptftf 
in  the  company,  and  in  the  new  comedias  is  to  share  the  ptimipil 
parts  with  another  actress."  She  was  in  Baltasar  Pinedo 's  iiiiii|H«T 
from  Shrovetide,  1614-15,  but  at  the  Corpus  festival  of  1614  ()■' 
Municipality  of  Madrid  requested  that  she  and    Maria  4e  i» 
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Angeles  be  removed  from  Pinedo's  company  and  that  two  other 
actresses  be  engaged  in.  their  stead.     {Bull.  Hup.  {1907),  p.  379,) 

HeRbIas  V  FlDReS  (D*  JaCInTa  de),  widow  in  March,  1639, 
and  a  member  of  the  company  of  Antonio  de  Rucda  in  i638(?), 
1639,  and  1640,  playing  second  parts,  singing,  and  dancing,  v.  San- 
chcZ'Arjona,  pp.  334-337.  Probably  before  this  (in  1636-37?) 
she  was  in  the  company  of  Alonso  dc  Olmedo.  (RoscU,  Vol.  I, 
p.  90,)  In  Jan.,  1640,  she  was  the  wife  of  the  aut<tr  de  comediai 
Luis  Lopez  dc  Sustaete.    See  text,  p.  127. 

Heredia  (Alonso  OB),  autar  de  cmmfdias  in  1603;  his  wife  in 
1604  was  Maria  de  Rojas.  He  represented  autos  in  Madrid  in 
1609.  (B.  H.  (1907)1  p.  375).  artd  in  this  year,  on  Aug.  15,  he 
produced  at  Getafe  Lope's  D.  Juan  de  Austria  en  Flandes.  In  his 
company  in  1 6 14  were:  Ant,  de  Navarrete,  Pedro  de  Avila,  Manuel 
Simon,  Sebast.  de  la  Fuentc,  Gabriel  Duarte,  Luis  Candau,  Pedro 
de  Espana,  Antonto  Pinero  and  Santiago  Valenciano.  He  had  a 
company  in  i&iQ,  and  was  one  of  the  managers  authorized  by  the 
decree  of  1615.  He  was,  it  seems,  stitl  living  in  1638.  (N.  D., 
p.  290.) 

HfiftEDlA  (Ana  de),  actress  in  the  company  of  Heman  Sanchez 
de  Vargas  in  the  autos  at  Seville  in  1621,  when  she  received  a. 
gratuity  of  100  reals. 

Heredia  (An'ORES  de),  actor  in  the  company  of  Nicolas  de  tos 
Rios  in  Aug.,  1606.  He  had  a  company  at  least  as  early  as  1601, 
when  he  represented  the  aulm  at  Corpus  In  Seville,  receiving  700 
ducats,  and  seems  to  have  had  a  company  in  Toledo  in  Aug.,  1602. 
(A/.  £>.,  p.  97.)  He  and  his  company  represented  an  auto  at 
Zamora  in  1607  so  badly  that  they  were  expelled  from  the  city. 
He  was  again  in  the  company  of  Rios  in  Seville  in  1609,  In  the 
foilow^ing  year  he  was  in  the  company  of  Alonso  de  Villalba(?). 

(.V.  a,  p.  1 16.) 

Heredia  (Blas  de),  actor  in  the  company  of  Damian  de  Es- 
ptnosa  in  Aug.,  1638. 

Heredia  (Jeronimo  de),  actor  in  the  company  of  Alonso  de 
Olmedo  in  1621  {Bull.  Hup.  (1908),  p.  244),  in  the  company 
oi  Domingo  Balbiit  in  1622,  and  with  Cristobal  de  Avendano  for 
one  year  from  April  25,  1623.     His  wife  was  Caralina  Osorio. 

Heredia  (Jeronimo  de),  son  of  Tomas  and  Maria  de  Heredia 
(S.-A,),  and  famous  in  the  role  of  galan.    He  was  in  the  company 
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of  Francises  Lopez  in  Seville  in  1660;  in  Jose  Carrillo* 
p^ny  in  Madrid  a.t  Corpus  and  in  Valencia  in  l66j,  and  w& 
Simon  Aguado  in  1674.  His  wife  was  Jc^efa  Lopez,  sister  of  iSk 
autora  Francisca  Lopez.  He  died  of  dropsy  in  1676.  See  Coo- 
relo,  Migajas  del  Ingenio.  p.  206,  who  says  that  the  wife  of  He«- 
dia  was  Jeronima  Lopez. 

Heredia  {Juan  ue),  atitor  de  comedias  in  Granada  in  Seit, 
1585.  For  his  letter  to  the  autttr  Juan  de  Limos,  see  Cotwilft 
Lope  de  Ruedoj  p.  54. 

Heredia  (Juah  Jhronimo  de),  actor  in  1645,  when  be  m 
imprisoned  for  debt  in  Madrid. 

Heredia  (Maria  de),  famous  actress,  wife  of  Xocnas  dt  Hew- 
dia.    In  1626  both  were  in  the  company  of  Andres  de  la  VegaMJ 
Maria  de  Cordoba,  and  took  part  in  Calderon's  auto  El  Pinfurit 
iu  Deshonra.  m  Madrid  at  Corpus.    She  was  in  her  husband's  o*- 
pany  in  1627-28,  appearing  in  Lope  de  Vega's  Del  Momtf  uU 
quien  el  Monte  quema,  and  in  the  company  of  Antonio  de  Rued* 
in  1638  and  1639.    She  apparently  failed  to  keep  her  agrecaMot  Mi 
Rueda  in  1639,  and  he  executed  a  power  of  attorney  to  FrandsoBdt 
Alegria  on  July  27,  to  recover  the  amount     advanced  to  kd^ 
{N.  D.,  p.  319;  Rosell,  Vol.  L  P.  366)     In  the  latter  jturdi 
appeared  as  Dona  Beatriz  tn  Calderon^s  La  J^esdu-ha  de  t*  Fx- 
(Schack,  Nacktrage,  p.  87.)     Cotarelo  (Tirso,  p.  208)  iwtwn 
some  of  the  scandals  connected  with  her,  and  for  one  of  whid)  ifcf 
was  imprisoned  in  1642,  and  afterward  condemned  to  the  piik*'- 
Sec  also  Gallardo,  EnsayOj  11,  Appendix,  p.  73,  and  BanioouP* 
Avisos,  Vol.  Ill,  p.  215.    Her  son  {by  Luis  Lope*)  wis  mttvei 
in  Madrid  in  1657;  she  died  in  Naples  in  1658. 

Heredia  (Tomas  de),  see  the  preceding.    He  was  »  fr^iuf^' 
the  company  of  Rueda  and  Ascanio  in  1638.     See  Rosell,  V^ 
p.  366,  and  p.  369,  where  Maria  de  Heredia  says  that  the; 
had  a  company  in  Lisbon  of  which  Arias  was  a  member. 

Hernandez  (Catalina),  v.  Hernandez  de  Virdesica.  A 
much  later  actress  named  Catalina  Hernandez  acted  under  ^ 
name  of  Eufrasia  Maria  de  Rcina,  q.  v. 

Hernandez  (Dieoo),  actor  in  the  company  of  Juan  deTipa 
Luis  de  Castro,  and  Alonso  de  Paniagua  irom  M^rch,  1602,  ^ 
one  year,  and  in  Domingo  Balbin's  company  tn  Seville  in  t6iy 
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Hernandez(?)  (Domingo),  actor  in  the  cast  oi  Lope's  La 
gran  Columna  fagosa  (1639),  The  name  is  not  legible  with  cer- 
tainty. 

Hernandez  (Isabel),  }a  Velera,  wife  of  Miguel  Jeronimo 
Pinzon  or  Punzon,  and  primera  dama  in  Roque  de  Figueroa's 
companj^  in  1631-32.  See  Rosell,  Vol.  I,  pp.  i6g,  224;  and 
Cotarcio,  Tinn,  p.  ao6.  She  afterward  retired  from  the  stage  and 
entered  a  convent.  In  his  Para  Todof  (1632)  Montalvan  says  of 
his  auto  Escanderbec^  "que  represento  La  Belera  con  grande 
vizarria,  espiritu,  y  acento"  (fol.  179,  ed.  of  1645). 

Hernandez  (Tomas),  actor  in  the  company  of  Esteban  Nunez 
in  Seville  in  1654. 

Hernandez  Galinbo  (Francisco)  and  his  wife  Isabel  de 
Torres  were  in  Claramonte's  company  in  161 4. 

Hernandez  Pinzon  (Cristobal)  took  part  in  the  Corpus 
fotival  at  Seville  in  1559  and  1570. 

Hernandez  db  Verdesica  (Catalina),  wife  of  the  auiar 
Gaspar  de  Porres,  is  first  mentioned  in  1591.  In  the  aulas  at 
Seville  in  1594,  in  which  she  acted  in  the  company  of  her  husband, 
she  received  a  gratuity  of  1100  reals  for  the  beauty  and  costliness 
©I  the  silt-embroidered  costumes  which  she  wore.  (S,-A,,  p.  86.) 
She  is  called  "widow  of  Caspar  de  Porres,  vecino  que  fuc  de 
Toledo,"  in  July,  1623.  She  was  still  living  at  the  dose  of 
March,  1625.  Her  sons  were  Dr.  Mathias  de  Porres,  the  friend 
of  Lope  de  Vega,  and  Juan  de  Porres. 

Herrera,  mentioned  as  an  antiguo  autor  by  Rojas,  Viage  entre- 
ienidQ  (1603),  and  as  a  musicQ,  apparently  in  the  company  of 
Rios  in  1 60 1.  {Ibid,,  p.  14.)  Perhaps  this  was  Melchor  de 
Herrera,  q.  v. 

Herrera  (AlonsO  de),  danxante  and  autor  de  comediat,  re- 
ceived 12,000  mrs,  for  two  dantas  de  Villanos  produced  in  a 
comedia  acted  in  Madrid  in  honor  of  the  Peace  of  Cambray  in  1559. 

Herrera  (Jeronima  de)  and  her  husband  Sebastian  Zamudio 
belonged  to  the  company  of  Manuel  Vallejo  in  1631. 

Herrera  (Juan  de),  actor  in  the  company  of  Antonio  Grana- 
dos  (when?).  An  actor  Herrera  appeared  in  the  cast  of  Lope's 
L^  Ditcordia  en  hi  Caiadoi  (161 1)  and  in  his  El  Sembrar  en 
hutna  Tierra  (1616).     See  Rosell,  Vol.  II,  p.  336.    A  Juan  de 
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Herrera  dc  Gam  boa,  actor  and  author  of  Cephaio  y  Pocru,  is  raen- 
tioned  by  Cervantes,  PeriUes  y  Sigismunda.  Bk.  II I^  chap.  if. 

Herrera  {D*  Laubia  de),  lessee  of  the  corral  La  Afoaieria  m 
Seville  in  1663-69. 

Herrsra  (Marcos  de),  miuician  in  the  companies  of  Roquf 
de  Figueroa  in  1631  and  Cristobal  de  Avendano  in  1632,  and 
later  with  Lorenzo  Hurtado,  He  was  a  native  of  MembnUi 
(Toledo).  (Rosell,  I,  p.  231.)  See  also  ibid,,  p.  i68,  whert  be 
h  called  "musico  nuevo  en  las  tablas,"  and  is  highly  praised  is  1 
singer  and  player  on  the  guitar. 

Herrera  (Maria  de),  wife  of  Juan  de  Ostos;  both  were  in 
the  company  Los  Andaluces  in  1605. 

Herrera  (Maria  de)  and  her  husband  Francisco  de  Valenci 
played  second  parts  in  the  company  of  Juan  Bautista  Espinoli  in 

1633,  and  in  that  of  Hernan  Sanchez  de  Vargas  from  March  9. 

1634,  for  one  year. 

Herrera  (Milchor  de),  avtar  de  comedias.  took  part  in  the 
"fiestas  de  Agosto"  in  Toledo  in  1 561.  He  represented  ivtoautm 
at  Corpus  in  Toledo  in  1580,  for  which  he  received  140  ducao^ 
{B.H.  (1906).  p.  78) 

Herrera  (Pablo  de),  actor  in  the  company  of  Antonio  dt 
Prado  in  Seville  in  1639. 

Herrero  y  Mendoza,  v.  Mendoza. 

Hidalgo  (Maria),  her  husband  Juan  de  Urquiza,  and  that 
son  Pedro  were  in  the  company  of  Roquc  dc  Figueroa  in  J63I-JJ- 

Hinestroza  (Akcela  Francisca).  actress  in  the  company  ot 
Manuel  Vallejo  in  1631,  and  in  that  of  Lorenzo  Hurtada  in 
Seville  in  1641  and  1642,  playing  first  parts.  She  and  her  sistP 
Beatriz  were  members  of  a  joint  company  in  Seville  in  1642.  takiol 
part  in  the  autoi  with  Lorenzo  de  Prado  and  others.  Tbey  W 
then  retired  from  the  stage  and  were  living  in  Seville.  (Saficbct' 
Arjona,  p.  358.) 

Hinestroza  (Beatriz)  played  third  parts  in  the  compuif  << 
Lorenzo  Hurtado  in  1642.  She  and  Angela  were  daughters  oi  Aai 
dc  Torres,  and  all  three  were  in  Manuel  Vallejo  s  company  in  163I- 

HlTA  (Ines  de),  wife  of  Francisco  Pinelo.  In  i63a-35(J) 
(Rosell,  Vol.  I,  p.  29)  she  and  her  husband  were  in  Madrid  • 
the  company  of  Tomas  Fernandez,  and  in  1633—34  ^>^  ""' 
members  of  the  company  of  Juan  de  Morales  Medrano.    She  M 
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two  daughters,  Marta  and  Juana  dc  Margarita.  She  was  unable 
to  write  her  name.  Perhaps  she  was  the  Yncs  who  appeared  as 
Diana  in  Tirso's  Celas  con  Celos  se  curan  ( 1625) . 

HiTA  (Juana  Margarita  de),  daughter  of  Francisco  Pinelo 
and  Ines  de  Hita,  and  wife  of  Antonio  Rodriguez  (1633);  she 
was  confined  in  a  convent  in  Valladoh'd  por  alguna  travestira,  and 
wai3  killed  by  a  fall  in  attempting  to  escape.  See  also  PfNELO 
(Juana  Margarita),  Perhaps  this  is  the  Margarita  In  Lorenzo 
Hurtado's  company  (1632-35?).  (Rosell,  I,  p.  29,)  See,  how- 
ever, under  Margarita. 

HUERTA  (Gaspar  de),  actor  in  the  entremes  (sixteenth  cen- 
tury) El  Hijo  que  nego  a  su  Padre.    See  Addenda. 

HuRTADO  DE  LA  Camara  y  Menooza  (Lorenzo),  actor  in 
1 62 1  in  the  company  of  Pedro  de  Valdes.  On  Oct.  22,  162 1,  he 
agreed  to  join  the  company  of  Tomaa  Fernandez  de  Cabredo  from 
Shrovetide,  1622,  to  1623,  to  act  first  parts,  "unless  Gabriel  Cintor 
be  in  the  same  company,  when  he  is  to  act  no  less  than  second 
parts."  In  1623—24  he  belonged  to  the  company  of  Cristobal  de 
Avendano.  His  wife  was  Francisca  Bazan,  and  both  were  in  the 
company  of  Roque  de  Figueroa  in  l629-3o(?).  Sec  Rosell, 
I,  p.  i6g.  He  had  a  company  at  least  as  early  as  Oct.,  1631,  when 
he  gave  rhree  representations  before  the  King.  On  April  26  of 
this  year  he  entered  the  Cofradia  de  la  Novena;  indeed,  he  must 
have  been  a  well-known  autor  de  comediat  long  before  this,  as  he 
was  one  of  the  five  founders  of  the  Cofradia.  In  1631-33  he 
lived  in  the  Calle  de  Francos,  Madrid,  and  in  1638  in  Valladolid. 
He  played  first  parts  in  his  own  company  in  La  Montrria  in 
Seville  and  at  Corpus  in  1640,  1641,  and  1642  (S.-A.,  p,  356,  for 
his  company  in  1642),  and  again  at  Corpus  in  1645  (for  this 
company,  v,  S.-A.,  p.  375).  Lorenzo  Hurtado  was  a  hidalgo. 
descendant  of  Payo  Furtado  de  Mcndoza,  ennobled  in  1489.  His 
company  produced  (in  1641  ?)  Mescua's  comedia  El  Martir  de 
3^adnd,  as  the  MS.  shows.     (Paz  y  Mclia,  Cat..  No.  2029.) 

iBAJtBZ  (Juan),  native  of  Alcaraz,  produced  the  dances  and 
"inventions"  for  the  Corpus  festival  at  Alcaraz  in  1 554. 

Ines,  actress  in  the  "entremes  cantado"  La  Muerte,  with  Rufina, 
Marta  de  Jesos,  Antonia  Manucla,  Juan  Matias,  Naxera,  and 
Bezon.    This  was  probably  Ines  dc  Hita.    The  company  was  that 
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of  Tomas  Fernandez,  and  the  date,  in  all  probability,  l6j6-J?. 
The  name  Ines  also  occurs  in  the  cast  of  Tiraa's  dht  n>»  Cthi 
se  curan  ( 1625). 

Infanta  (Antonia),  celebrated  actress,  wife  of  P«dro  Anmn 
in  1638:  see  the  passage  in  the  entremes  of  Benavente  ^keii  kf 
Antonia.  (Rosell,  Vol.  I,  p.  373.)  Perhaps  she  was  the  Antaci 
in  Pedro  de  la  Rosa's  company  in  l636(  ?)  in  the  entTcmo  Im 
MuertQs  vivos.  Both  were  in  the  company  of  Antonio  dc  Roefa 
in  1639,  when  she  "played  third  parts,  singing  and  dando^  iM 
the  primera  parte  drl  sayntte"  (N,  D.,  p.  304)  ;  and  in  the  s*"* 
company  in  1640,  when  she  played  primeras  damas  f  mxnct- 
(S.-A.,  p.  337.)  Prior  to  this  (1636-37?)  she  was  in  the  ooa- 
pany  of  Alonso  de  Olmedo.  (Rosell,  I,  p.  90.)  See  itiJ..  p.  3;^ 
where  Antonia  sing^: 

Dos  galanes  al  dia 

Mi  Pedro  hace, 

Una  en  la  comedia 

Y  otro  en  la  calle. 

See  also  the  story  concerning  her  in  the  text  (p.  127) ,  and  Siocha- 
Arjona»  p.  335. 

Inza  (Juan)  and  his  wife  Josef  a  Maria  were  in  the  compioj 
of  Francisca  Lopez  in  1663.  He  was  a  graciosQ,  and  belonged  if 
a  while  to  the  company  of  Francisco  de  la  Caile.  In  1665  be  «* 
with  Felix  Pascual,  and  died  in  Cadiz  in  1683. 

Inico  [de  Loaysa]j  v.  under  Loaysa, 

Isabel  (Dona),  actress  playing  third  parts  in  the  comptttf^ 
Tomas  Fernandez  in  Madrid  in  1636-37 (?).  A  Dona  h^ 
appeared  in  the  cast  of  Lope's  El  Poder  en  d  Discrete  (itui) 
in  the  company  of  Jyan  de  Morales. 

Isabel,  actress  in  the  company  of  Felix  Pascual  in  i665-68(?)» 

Isabel,  la  Velera,  v.  Hernandez. 

Isabel  Ana,  wife  of  Bartolomc  de  Arze;  both  were  in  At 
company  of  Nicolas  de  los  Rios  in  Seville  in  1609,  and  in  tk 
company  of  Cristobal  dc  Avendano  in  1622.  In  March,  l6U 
both  were  in  the  company  of  Juan  de  Morales  Medrano.  Tl* 
was  probably  the  Isabel  Ana  who  lived  in  the  Call*  H 
Infante,  Madrid,  in  1614,  and  then  belonged  to  the  oooiai? 
of  Pedro  de  Valdes,  and  afterward  to  that  of  Pincdo.  See  IMi  M 
La  fie  de  Vega,  p.  171  et  passim. 
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Isabel  Ana,  wife  of  Jusepe  Luzon;  both  were  in  the  com- 
pany of  Jeronimo  Sanchez  from  March,  1623,  for  one  year.  She 
seems  to  have  been  in  the  company  of  Pedro  de  la  Rosa  in  1636; 
at  all  events  the  entremes  Los  Muertos  vivos,  in  which  she  ap- 
peared, seems  to  have  been  represented  by  this  company.  {Flor  de 
Entremeses,  Zaragoza,  1 679.)  In  Oct.,  1638,  Isabel  Ana  is  desig- 
nated a  widow,  and  belonged  to  the  company  of  Juan  Roman  from 
Shrovetide,  1639,  to  1640.  There  was  an  Isabel  Ana,  wife  of 
Miguel  Fernandez  Bravo.  Perhaps  the  same.  See  above  under 
Fernandez  (Micaela). 

Isabel  Antonia,  actress,  wife  of  Antonio  Piiiero. 

Isabel  Maria,  "single  woman"  in  the  company  of  Juan  Rodri- 
guez de  Antriago  in  April,  1639. 

Isabel  Maria,  actress  in  the  company  of  Heman  Sanchez  de 
Vargas  in  Seville  at  Corpus,  1 621,  when  she  received  a  gratuity 
of  500  reals  for  excellence  in  acting  and  for  fine  costumes. 

Isabelica,  actress  in  the  cast  of  La  Guarda  cuidadosa  by  Miguel 
Sanchez  (1615)  and  in  Coma  ha  de  usarse  del  bien.  v.  Restori, 
Studj  di  FU.  Rom.,  Fasc.  15,  1891,  p.  129.  See  also  Lope's  Los 
Guxmanes  de  Toral,  ed.  Restori,  p.  vii,  who  thinks  that  Isabelica 
was  the  daughter  of  Francisco  de  Sotomayor,  q.  v. 

Iturrote  (Juan  de),  actor  in  the  company  of  Bernardo  de  la 
Vega  in  1672. 

Jacinta,  v.  Gallego,  Herbias,  Medina,  Osorio,  and  Velez. 

Jacinta  Eugenia,  actress,  wife  of  Francisco  Garcia,  Pupilo; 
both  were  in  the  company  of  E^teban  Nunez  in  1648. 

Jalon  (Maria  Antonia),  wife  of  Pablo  Martin  de  Morales, 
and  a  member  of  his  company  in  Seville  in  1678. 

Jaraba  (Garcia  de),  actor  in  the  company  of  Cisneros  and 
Melchor  de  Villalba  in  1595-96. 

Jaraba  (Juan  de),  member  of  the  company  of  Alonso 
Riquelme  in  1 610.  He  was  lessee  of  the  two  theaters  of  Madrid 
in  May,  1613,  for  one  year,  for  8850  reals  {N.  D.,  p.  134),  and 
again  in  1614-15.  He  furnished  the  painting  and  the  properties 
of  the  cars  at  Corpus  in  1619  in  Madrid.  His  wife  was  Lucia 
Martinez. 

Jerez  (Juan  de),  member  of  the  joint  company  of  Andres  de 
Claramonte  in  June,  161 4. 
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Jerje  (Manuel)  and  hts  wife  Ana.  de  Torres  belonged  M 
the  company  of  Manuel  Vallejo  in  1631. 

Jeronima,  actress  in  the  company  of  Sanchez  de  Virgas  tf 
Corpus  in  Seville  in  1621,  when  she  received  a  gratuitr  of  m 
reals. 

Jeronima,  v.  Burgos,  Coronel,  Herrbra,  Oijmedo,  Roml- 
cuEZ,  Sierra,  Valcazar. 

Jeronimo  (Juan),  v.  Valenciano. 

JeroNIMo  (Miguel),  actor  in  the  company  of  Diego  Lopetit 
Alcaraz  in  1603 -04;  in  1604  in  the  company  of  Antooio  ^ 
Granados;  in  the  company  of  Riquclmc  in  SevUlc  tn  1607,  and  in 
Sept.,  1623,  with  the  company  of  Manuel  Vallejo,  In  1626  k 
was  in  the  company  of  Antonio  de  Prado  and  appeared  as  Julie 
in  Lope's  Amor  con  Vista.  In  1630-31  he  and  his  wife  I«W 
Hernandez,  la  Velera,  were  in  the  company  of  Roque  de  Fifuer* 
V.  Rosell,  I,  pp.  168,  169.  and  ibid.,  pp.  224,  231  ;  Cotarclo,  Tirn^ 
p.  306.  He  is  prohably  the  Jeronimo  who  took  the  |nit  of 
Fabricio  in  Lop«  de  Vega's  Sin  Secreta  no  ay  jfmor  ( 1626),  Hii 
full  name  was  Miguel  Jeronimo  Punzon. 

Jesus  (Leonor  Maria  de),  actress  in  the  company  of  To«» 
Fernandez  in  i6j6.  (Rosell,  I,  pp.  55,  405.)  She  was  tlK  •ii' 
of  liiigo  de  Loaysa,  and  both  were  in  the  company  of  PediQ  ^ 
la  Rosa  in  i638"39(?).  (Rosell,  I,  pp.  235.  380.)  Tbejr  bd* 
appeared  in  Belmonte's  play  A  un  tiempo  Rty  y  f^asallo  in  1641 

JlMENEZ  ( Diego)  and  his  wife  Jeronima  de  Coronel  worn 
the  company  of  Tomas  Diaz  in  Seville  in  1 643,  in  tbe  cMfSV 
of  Juan  Acacio  in  1644,  and  with  Lorenzo  Hurtado's  compnr* 
Seville  in  1645.  Diego  Jimenez  died  before  1648;  at  all  VftA 
in  that  year  his  wife  is  described  as  a  widow. 

Jimenez  (Juan)  appeared  in  the  cast  of  Xirso  de  Moli]a^>tt 
Tercera  de  la  Sancta  Juana  (1614-16)  in  the  company  of  AbW* 
de  Prado.  In  1643  he  was  in  Bartolome  Romero's  ocMaiwaf ' 
Seville. 

Jimenez  (JuSepe)  and  his  wife  Vicenta  de  Borja  wttt  m^ 
company  of  Baltasar  Pinedo  in  March.  1617,  and  in  the 
of  Antonio  de  Prado  in  March,  1624.  A  Jusepe  Jimeaea 
musician  and  actor  in  the  company  of  Olmedo  in  1635: 
the  same.  Who  the  "Jusepe"  was  who  appeared  in  Juan  BauaW^ 
company  in  Lope  dc  Vega's  Nufva  Victoria  de  D.  G«*^*  * 
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Cordoba  (1622)  and  in  his  Del  Monte  tale  (1627)  I  am  unable 
to  determine. 

JiMBNEZ  (  Mama)  ,  actress,  wife  of  Andres  de  Abadia ;  both  were 
members  of  the  company  of  Manuel  Vallejo  in  Seville  in  1633, 
1640,  and  1643. 

Jimenez  (Miguel),  his  wife  Bemarda  Teloy,  and  their  daugh- 
ter Bernards  Gamarra  were  in  the  company  of  Manuel  Vallejo  in 
1 63 1.    In  1632  he  lived  in  the  Calle  de  Francos,  Madrid. 

Jimenez  de  Valenzuela  (Pedro),  autor  de  comedias  in 
1 601,  when  he  represented  in  Valladolid  and  Madrid;  his  wife 
was  Maria  de  Salcedo.  He  and  Gabriel  Vaca  had  a  company  in 
1601-02.  For  their  representations  in  Madrid  in  1601,  see  ^>- 
pendix.  In  March,  1602,  he  had  his  own  company.  He  was  a 
native  of  Toledo,  and  there  is  record  of  an  instrument  dated  in 
that  city  on  Jan.  10,  1602  (when  he  resided  there),  in  which 
Jimenez  acknowledges  a  debt  of  400  reals  to  Lope  de  Vega,  evi- 
dently the  price  of  a  comedia.  (N.  D..  p.  351.)  The  latest  notice 
of  Jimenez  that  I  have  found  is  1605. 

Jordan  (Pedro)  belonged  to  the  company  of  Antonio  de 
Prado  in  Madrid  in  1632  and  in  1634-35  (?),  and  again  in 
Seville  in  1639.  See  Rosell,  I,  p.  97.  He  had  two  sons  who  were 
also  in  Prado's  company  in  1632.  The  name  occurs  in  the  cast 
of  Lope's  El  piadoto  Aragones  (1626). 

JOSEFA,  V.  LOBACO,  MORALES,  RoMAN. 

JosEFA  Maria,  widow  in  1639,  when  she  appeared  in  two 
comedies  in  Truxeque. 

JosBFA  Maria,  wife  of  the  actor  Juan  Inza;  both  were  in  the 
company  of  Francisca  Lopez  in  Seville  in  1663,  and  in  Felix 
Pascual's  company  in  1665. 

Juan  (Miguel),  musician  in  1639. 

Juan  (Pedro),  actor  in  the  company  of  Juana  de  Cisneros  in 
Seville  in  1660. 

Juan  Bautista,  actor  in  1604,  and  member  of  the  company 
of  Diego  Lopez  de  Alcaraz  in  April,  1607;  this  is  probably  Juan 
Bautista  de  Villalobos,  q.  v. 

Juan  Francisco,  v.  Francisco. 

Juan  Matias,  v.  Matias. 

Juana  (La  SsffORA),  actress  in  the  cast  of  Lope  de  Vega's 
Hermota  Ester  (1610). 
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JuANA  Bautista,  wife  of  Miguel  de  Miranda;  both  were  is 
the  company  of  Juan  Rodriguez  de  Antriagp  tn  1 637-38. 

JuANA  BautistAj  wife  of  the  actor  Felipe  Lobato  or  Loiaco, 
q.  V. 

JuANA  Bernabela,  actress,  wife  of  Juan  Rodriguez  dcAnmiet 
and  in  his  company  in  1 639,  playing  the  principal  parts. 

JuANico,  son  of  the  ffraeioso  Bernardo,  called  el  Tuerto  Ls«P^ 
rilla,  or  Bernardo  Medrano,  q,  v.  ( Rosell,  I,  p.  288,  and  Ra- 
tori's  ed.  of  Lope's  Los  Guzmanes  de  TaraJ,  p.  x.)  There  in 
Juanico  mentioned  by  Rojas,  Viage  entretenido,  p,  52, 

Juarez,  sec  also  under  Suarez. 

Juarez  (Ana),  singer  and  dancer  in  the  tympany  of  Lorbj* 
Hurtado  in  Seville  in  1642. 

Juarez  (Cristobal),  actor,  died  before  Dec.  15,  1616,  H* 
widow  was  D'  Maria  de  Ocampo, 

Juarez  (Dionisia),  wife  of  the  actor  Juan  Martinw:  ba* 
were  in  Cristobal  Ortiz  de  Villazan's  compan>-  from  Shroreridt 
161 9,  for  one  year. 

Juarez  (Joan),  mmica  in  the  company  of  Lorenxo  HmX^ 
in  Seville  in  1642. 

Juarez  (Juana),  actress,  sister  of  Juan  Roman;  both  agrw' 
to  join  the  company  of  Heman  Sanchez  de  Vargas  on  Jii«  A 
1638,  for  one  year.  She  was  then  a  widow.  On  Oct.  6,  i6ji 
she  agreed  to  act  for  one  year,  from  Shrovetide,  1639,  to  tb^P-* 
the  company  of  her  brother. 

Juliana,  actress  in  the  company  of  Bartolome  Romero  (i6j7- 
1643?).    V.  Rosell,  I,  pp.  220,  284. 

Juliana  Antonia,  second  wife  (1619)  of  Tomas  FenanJa 
de  Cabrcdo,  q.  v. 

JuSEPA,  primera  dama  in  the  company  of  Ana  de  Espinoa  (^ 
Viuda)  in  Madrid  at  Corpus,  1641.  v.  Schack.  Nachtrifr.  p,li- 
V.  Necti  (Josefa). 

JusEPA  Maria,  actress  in  the  company  of  Andres  de  li  VcP 
in  1635.  In  March,  1637,  she  is  described  as  a  widow,  and  •£«' 
in  three  comedlas  given  in  Brunete  in  August  of  that  >-ear. 

JusEPH,  actor  in  the  company  of  Juan  Jcronimo  ViJcnd»» 
in  1622,  appeared  in  Lope's  Nuef/a  Fictoria  de  D.  Gontah  df  Cf 
doba;  the  name  also  occurs  in  the  cast  of  Tirso's  Cri»i  c»m  C*^ 
se  curan    (1625)    in  the  part  of   Mendo.      In    1627   he  wH  • 
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eredia's  company,  taking  part  in  Lope's  Del  Alottte  lale.  In 
1639  he  played  old  men's  pans  in  the  company  of  Andres,  de  la 
Vega,  and  appeared  in  Calderon's  La  Desditha  de  la  Foz.  The 
actor  in  the  latter  play  is  almost  surely  Jusepe  dc  Carrion,  as  the 
company  was  Antonio  de  Rueda's.    v.  RoscU,  Vol.  I,  p.  372. 

JusTA  (Rupina),  v.  Garcia  (Rufina). 

Labadia  (Juax  de),  actor;  his  wife  Luisa  de  Robles  is  de- 
scribed as  a  widow  on  June  19,  1618.  (N,  D..  p.  167.)  Sanchea- 
.Arjona,  p.  256,  says  that  Juan  de  la  Abadia  and  his  wife  Luisa 
de  Robles  were  acting  in  the  Coliseo  at  Seville  in  1627.  See 
under  Olmedo  (Alonso  de)  and  under  Robles  (Luisa  de). 

Labana  (Manuel  de)  ;  his  name  was  Juan  Vela.  He  mar- 
ried Angela  Garcia  and  played  ffalanes  in  the  company  of  La 
Aquilona  in  Valencia  m  167 1.  Afterward  he  played  gracmo  in 
Madrid  and  Valencia  in  the  company  of  his  brother  Miguel  Vela. 

Labaya  (Andres  de)  and  his  wife  Francisca  belonged  to  the 
company  of  Manuel  Vallcjo  in  1631  (Cotarelo),  Perhaps  this  is 
a  mistake  for  Andres  de  Abadia  or  Labadia. 

Ladron  de  Guevara  (Ana),  actress  in  Jacinto  Riqudme's 
company  in  Seville  in  1652.     (S.-A-,  p.  398.) 

Ladron  de  Guevara  (Mariana),  la  Carbonrrai  ?),  native  of 
Mondcjar,  was  the  second  wife  of  Jeronimo  Carbonera.  She  died 
shortly  after  Oct.  3,  1643,  the  date  on  which  her  will  was  exe- 
cuted.    [Ntievos  Dettot,  p.  330.)     V,  Reves  (Mariana  de  los). 

Lam  PARI  lla,  el  Tuerto,  well-known  gracioso  whose  real  name 
was  Bernardo  [Mcdrano?].  He  was  in  the  company  of  Avendano 
(Resell,  I,  p.  214),  and  afterward  with  Andres  de  ta  Vega  in 
1634,  and  in  the  company  of  Toraas  Fernandez  in  1636-37. 
(Rosetl,  I,  pp.  288,  330.)  His  wife  was  named  Margarita. 
{Ibid.,  11,  p,  330.)    See  also  under  Bernardo. 

Lara  (Ines  de),  wife  of  the  famous  autor  de  comedias  Nicolas 
de  los  Rios  in  1607.  She  was  living  at  the  time  of  his  death, 
March  29,  1610. 

Lara  (Juan  de),  actor  in  the  company  of  Juan  de  Tapia  from 
March  4,  t6o2,  for  one  year. 

Lara  (Salvador  de),  actor,  married  Maria  Candau  after  the 

death   of    her   first    husband,    Cristobal    de   Avendano    (1635?). 

^hereafter   he   headed   Avcndaiio's  company,   which   represented 
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in  La  Moateria,  In  Seville,  in  the  same  year.      (S.-A.,  p.  294-) 
See  under  Avendano. 

Laredo  (Gregorio)  and  Francisco  Malhelo  had  a  company  of 
Spanish  players  in  Naples  in  1630  and  1631.  {Crocc,  /  Teatrii 
Napoli,  p.  91.) 

Larrea  (Diego  De),  actor  in  Madrid  In  1 584. 

Laso  (ANTOKro),  musician  in  the  company  of  Alberto  N»eii. 
elias  Ganassa,  in  Madrid  in  1581-82.  {Revhta  de  ArdatfH 
<i9o8),  p.  53") 

Lastra  (Andres  de  la),  actor  indicted  in  1606  for  t.  qutm) 
with  an  alguacil.  The  name  occurs  in  the  cast  of  Turia's  conwla 
La  belligera  Espanoia  (printed  in  1616).     (Restori,  Studj,  p.  9i.) 

Lastra  (Diego  de)  of  Toledo  had  charge  of  one  of  the  Aaaca 
at  Corpus  in  Madrid  in  1587. 

Latras  (Maria  de),  actress  in  the  company  of  Manuel  V»llfj» 
in  1632  (?).     (Rosell,  Vol.  I,  p.  277.) 

Leal  (Antonio),  dancer,  singer,  and  actress  in  the  comr— T 
of  Manuel  Vallejo  in  Seville  in  164O. 

Leal  (Luis),  member  of  the  company  of  Tomas  Femaodcx  ^ 
Cabredo  in  1619  for  one  year,  from  Shrovetide. 

Ledbsma  (Isabel  de),  wife  of  Luis  de  Castro  r  she  acid  < 
the  Corpus  festival  of  1602  at  the  villa  of  Borox,  in  the  caafaf 
of  her  husband  and  Juan  de  Tapia.  On  June  18,  ifoj,  bo^ 
became  members  of  a  joint  company, 

Leon,  musician  and  actor  in  the  company  of  Alonso  Riqudx 
in  Seville  in  1607, 

Leon  (Angela  de)  had  a  company  of  players  in  ValncJa  ii 
1676. 

Leon  (Catalina  de),  wife  of  Juan  Fernandez;  she  wasaad' 
company  of  Juan  Martinez  from  March,  1631^  for  one  >^car. 

Leon*  (Cristobal  de).  Wc  first  read  of  him  as  an  aoecaW 
of  the  will  of  Juan  Ruiz  de  Mendi  in  November,  1596.  Lb  ti^ 
he  was  in  the  company  of  Lopez  de  Alcaraz.  He  had  a  caapiflr 
in  1615-32.  He  and  Baltasar  Finedo  represented  the  gmti  * 
Madrid  in  1617.  (Bull.  Hisp.  (1907).  P.  jSz,)  There  «» • 
"Leon,"  evidently  a  mustco,  m  the  cast  of  Lope's  Ei  pudtt*  J*^ 
fottfs  (1636). 

Leon  (Diego  de),  actor  io  J638.     In  i639»  1640,  ani  i^M 
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he  was  in  the  company  of  Antonio  de  Rueda,  playing  third  parts 
and  dancing.  In  1639  he  appeared  in  Calderon's  La  Desdicha  de 
la  Vox.  On  May  19,  1638,  Lucia  Bravo  withdrew  an  accusation 
she  had  made  against  Diego  de  Leon  for  complicity  in  the  death  of 
her  son  Francisco  Vicente.  One  Diego  Leon  was  the  lessee  of  the 
Corral  de  Dona  Elvira  in  Seville  in  1619.    (S.-A.,  p.  196.) 

Lbon  (Francisco  de),  autor  de  comedias,  "que  es  el  mas  anti- 
guo  de  los  que  hay  en  este  Re]mo  y  tiene  su  compafiia  hecba  de 
representantes  espafloles,"  represented  in  Naples  in  March,  1621. 
See  Crocc,  /  Teatri  di  Napoli,  p.  91.  The  only  Leon  antiguo,  to 
my  knowledge,  is  Melchor  de  Leon,  q.  v. 

Leon  (Francisco  de),  actor  in  the  company  of  Andres  de  la 
Vega  for  one  year  from  Feb.  25,  1638.  A  Francisco  de  Leon  had 
a  company  representing  the  autos  at  Seville  in  1674. 

Leon  (Juan  de),  actor  and  musician.  He  died  in  the  Calle  de 
Cantarranas,  near  the  Posada  Nueva,  in  1645.  There  was  a  Juan 
Acevedo  de  Leon  in  Antonio  de  Prado's  company  in  1632;  perhaps 
the  same. 

Leon  (Luis  de),  lessee  of  the  corrales  of  Seville  in  1617.  See 
Lesa  (Luis  de). 

Leon  (D*  Maria  Antonia  de),  wife  of  the  celebrated  actor 
Alonso  de  Olmedo,  el  Mozo,  q.  v. 

Leon  (Melchor  de),  one  of  the  early  autores  de  comedias. 
He  had  a  company  in  1586  and  represented  two  autos  in  Seville 
in  1590  and  1597,  and  in  the  former  year  his  company  represented 
a  number  of  times  in  Madrid,  beginning  Dec  6.  See  Appendix  A 
His  wife  was  Maxima  [Mariana?]  Ortiz,  and  in  April-Dec., 
1 601,  he  was  in  the  company  of  Pedro  Jimenez  de  Valenzuela  and 
Gabriel  Vaca.  {Bull.  Hisp.  (1907),  p.  366.)  He  had  a  company 
in  Aug.,  1602,  and  was  one  of  the  eight  autores  authorized  by  the 
decree  of  1603,  in  January  of  which  year  his  company  was  in 
Medina  del  Campo.  In  1606  he  represented  two  autos  at  Seville, 
receiving  700  ducats,  and  in  1607  performed  autos  at  Toledo,  his 
company  including:  Pedro  Rodriguez  and  Maria  Flores,  his  wife, 
Pedro  de  Zurita,  Juan  de  Avila,  Juan  Bravo,  Juan  de  Valdiviesso, 
Miguel  Ruiz  and  his  wife  Baltasara  de  los  Reyes,  and  Bartolome 
Sanchez.  In  161 1  he  is  called  Melchor  de  Leon  Diez  de  Vas- 
cones.     He  first  represented  Lumnda  perseguida,  one  of  Lope's 
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earliest  comedias,  and  in  1620  first  produced  Ttrso's  FHIom  it 
Vailecas.  Ht  visited  Brussels  with  his  company  in  Sept.,  1639. 
(AT.  D.,  p.  218.) 

Leon  (Ntcolas),  Spaniard (  ?),  was  a  joueur  dt  farcts  tn  thr 
service  of  the  King  of  Navatre  in  J  579.  (Baschct,  Comri.  lu 
p.  87,  n.) 

Leonardo  (Antonio),  actor  in  Valencia  in  the  company  oi 
Antonio  de  Ordaz  in  1664.;  in  1670  in  the  compajiy  of  Aotonin 
de  Escamilla;  in  1672  with  Manuel  Vallejo,  playing  fourth  parts 
in  1675  with  Felix  Fascual;  in  1676  he  played  tr^undoi  §«itui 
in  the  company  of  Hipolito  de  Olmedo,  and  in  1681  with  A^iMB 
Manuel,  He  was  originally  a  musician  and  married  Luda  F*f' 
nandez.  He  afterward  married  a  ntece  of  ^laria  de  Conkhb 
and  died  in  Madrid  in  1698- 

Leonor  Maria,  wife  of  Cristobal  de  Montoya ;  both  were  oi 
Granada  and  belonged  to  the  company  of  Juan  Acacio  in  SrrStt 
in  r6ig. 

Lerma  (Isabel  de),  actress,  married  Juan  de  Avinon  in  VaU'- 
dolid  in  1603,  when  both  were  in  the  company  of  Ri<M, 

Lesa  (Luis  de),  lessee  of  the  Corral  ie  Dona  Eh'ira  in  SffTU* 
in  1619.  (Naevox  Datos,  p.  174.)  Sanchez-Arjona,  p.  180.  Hp 
the  lessee  was  Luis  de  Leon. 

Leyealoe  (Domingo  de),  son  of  Miguel  dc  L«yzatde  >ai 
Mafia  Lopez,  He  was  in  the  company  of  Melchor  de  Leon  fi« 
Aug.  30,  1586,  until  Shrovetide,  1587. 

Levzalos  (MiGUEt,  de),  v.  the  preceding, 

Lezcano,  actor  in  the  company  of  Avendano.  His  name  ocaa 
in  the  cast  of  Tirso's  Cffoi  con  Celos  se  ruran,  the  MS.  oi  wbici 
bears  a  ceasura  dated  1625.  The  name  is  also  in  the  cast  ©f  Lef 
El  Poder  en  el  Discreto  (1624).  In  1627  he  was  in  the  catDfaB! 
of  the  Valcncianos.     (Barrera,  A'.  B.,  p.  442.) 

LiMOS  (Juan  D£),  autor  de  comedim  in  Madrid  in  1585-8* 
and  in  Seville  in  1585.  (Cotarclo,  Lape  de  Rurda,  p.  54.)  I& 
wife  (1586)  was  Juana  Manzano.     (0.  H.  (1906),  p.  j66.) 

LiMos  (Sebastian  de),  actor  in  the  company  of  Pedro  * 
Saldana  in  I585  (before  June),    v.  Bonilla,  Analrs,  p.  150. 

Linares  (Pedro  de),  actor  in  the  company  of  Andres  itb 
Vega,  March  20,  1638.  He  is  mentioned  as  an  aumr  in  the  saf 
year,  when  he  represented  the  sutor  at  Estremera,     Prior  to  d* 
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in  1634- 36 (  ?),  he  was  a  member  of  the  company  of  Antonio  de 
Prado.  (Rosell,  Vol.  I,  pp.  29,  97,  322.)  In  Dec.,  1638,  he 
played  old  men's  parrs  in  the  company  of  Luis  Lopez. 

LiNAN  (Domingo),  auior  who  represented  one  of  the  autoi  in 
Seville  in  1633,    He  was  an  actor  in  1634, 

LOAISA  (Jose),  actor  in  the  company  of  Carlos  de  Salazar  in 
Seville  in  1676. 

LoAVSA  (FuLCENCio  de),  actor  in  the  company  of  Jeronimo 
Sanchez  for  one  year  from  March,  1623.  He  played  fourth  parts 
in  a  joint  company  with  Gabriel  and  Antonio  Cintor  and  Luis 
Bernardo  de  Bovadilla  in  Feb.,  1638.  The  name  Loaysa  (in  all 
probability  Inigo)  appears  in  the  cast  of  La  Guarda  culdadom  by 
Miguel  Sanchez  (1615).    See  the  following. 

Loaysa  (Inigo  dr)  and  his  wife  Leonor  Maria  de  Jesus  were 
in  the  company  of  Tomas  Fernandez  in  1631,  when  he  was  re- 
ceived into  the  Cofradia  de  la  Novena  (S.-A.,  p.  323),  and  again 
in  1636-37.  (Roscll,  Vol.  I,  pp.  151,  288.)  In  i638(?)  they 
acted  in  an  auto  entitled  El  Santo  Rry  D.  Fernando,  in  Seville,  and 
he  was  in  the  company  of  Luis  Lopez  and  Juana  de  Espinosa  prior 
to  Sept.  30,  1643,  when  he  Is  mentioned  as  deceased,  {N.  D., 
P-  330-)  He  was  in  the  company  of  la  Viuda  (Ana  dc  Espinosa) 
at  Corpus,  1641,  at  Madrid.  Sec  Schack,  Naehtrdge,  p.  73.  In 
1642  he  and  his  wife  appeared  in  Belmonte's  A  un  tiempa  Rey  y 
VasaUo.  (S.-A.,  p.  295.)  He  is  said  to  have  been  stabbed  to 
death  in  Valencia,  in  the  Calle  de  la  Mayuda,  near  the  Calle  dc 
la  01  i vera,  while  announcing  the  play  for  the  following  day. 
Perhaps  there  is  confusion  here  with  Inigo  de  Velasco,  q.  v. 

Loaysa  (Jose),  actor  in  the  company  of  Jose  Carrillo  in  1663, 

LoAVSA  (Pedro  de)  and  his  wife  (name  not  given)  were  in 
I>omlngo  Balbin's  company  in  Seville  in  161 3. 

LoAVSA  (Petronila  de),  wife  of  the  actor  Luis  de  Toledo; 
both  were  in  the  company  of  Antonio  dc  Prado,  appearing  in 
Tirso's  La  Tercera  de  la  Sancta  Juana  (1616?),  and  in  the  com- 
pany of  Juan  Acacio  in  Seville  at  Corpus  in  1619,  when  S'he  re- 
ceived a  gratuity  for  acting  in  the  auto  La  Ninfa  del  Cielo. 

LoBACo  (Ambrosio),  actor,  died  in  1635.  He  resided  in  the 
Calle  dc  San  Agustin,  Madrid.  His  son  (also  an  actor?)  died  in 
the  previous  year.      (Rosell,  11,  p.  327.) 

LoBACO  or  LoBATo  (Felipe),  actor  in  the  company  of  Fcrnan 
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Sanchez  de  Vargas  for  one  year  from  Feb.  aa.  1633.  Lahr 
(1636-39?)  he  was  in  the  companjf  of  Tomas  Fem»ndci. 
(Rosell,  Vol.  I,  pp.  293,  381.  See  also  ibui..  p,  371.)  His  m'ir 
was  Juana  Bautista. 

LoBACO  (Josefa)  and  her  husband  Jose  Frutos  were  in  tk 
company  of  Antonio  de  Prado  in  Seville  in  1632,  l633-35(?). 
and  in  the  same  company  in  1639.  See  also  Ro^ell,  Vol.  I,  pp,  IJ7. 
174,  193,  270,  322,  351.  On  the  death  of  her  husband  sheewowi 
the  convent  of  Santa  Clara  at  lllescas,  where  she  died. 

LoBERA  (Juan),  mmica  in  the  company  of  Jeronimo  Villrw 
in  1660. 

LosiLLO  (Francisco)  and  his  wife  Ana  Maldonado,  b(*th  «i 
Madrid,  were  in  the  company  of  Juan  Acacio  in  Seville  in  1619. 

LoBiLLO,  V.  Perez  Lobillo. 

Lopez  (Adrian),  autor  de  comedias  in  Salainanca  and  Villi- 
dolid  in  1650.  In  this  (beginning  on  Dec.  i)  and  the  followinf 
year  he  also  represented  at  Corpus  in  Seville  and  in  La  Monttfk. 
In  Jan.  and  Nov.,  1653,  his  company  represented  an  auto  and  ttxd 
Calderon's  La  Hija  del  Aire  (in  Nov.)  privately  before  the  Kat 
In  1657  he  played  first  parts  in  the  company  of  Diego  0«>ri^ 
and  in  1659  he  had  a  company  in  Naples  (in  the  Ttian  i** 
Fiorentini)  which  included  his  mother,  two  sisters,  and  a  brothtr- 
(Crocc,  /  Teatri  di  Napoli,  p.  146.)  He  had  a  company  ai  fatt 
as  167 1.  He  was,  it  seems,  a  brother  of  Luis  Lopez,  [de  Suftaetc?}- 
V.  Averiguador  ( 1 87 1 ) ,  p,  30I . 

Lopez  (Andres),  actor  in  the  company  of  Claramonte  in  1614 
till  Shrovetide,  1615. 

Lopez  (Antonio),  actor  in  Valladolid  in  1644  J"  the  coQ»p«^ 
of  Francisco  de  Guzman  Morales.     (M.  y  M.,  p.  566O 

Lopez  (Beatriz),  actress  and  singer  in  the  compaoy  oi  W" 
de  Ortegon  in  Seville  in  1635.  There  was  a  Beatrix  Lofwz,  liflW 
of  Adrian  Lopez,  who  was  upon  the  stage  in  1659  »id  •*?*'■ 
V.  Lopez  (AcHttAN). 

Lopez  (Bernardo),  actor  in  the  company  of  Franctsca  L«I** 
in  Seville  in  1660  and  1663.  In  167 1  he  was  second  grmtm** 
the  company  of  Antonio  de  Escamilla ;  in  1673  and  1673^1 
was  with  Manuel  Vallejo;  in  1675  again  with  Escamilla,  aod  in 
1676  again  with  Vallejo,  Sanchc^-Arjona  conjectures  that  Ik 
may  be  the  celebrated  grachsa  Bernardo  Lopez  del  Campo,  "^ 
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afterward  retired  to  Granada,  kept  a  shop,  and  died  there  in 
1705. 

Lopez  (Cristobal),  lessee  of  the  theaters  of  Madrid  in  1609, 
1611,  1612,  and  1615. 

Lopez  (Damiana),  actress  in  Valladolid  in  1654.  (M.  y  M,, 
p.  567.)  She  was  in  the  company  of  her  brother  Adrian  Lopez 
in  Naples  in  1659,  and  ptaycd  first  parts  also  in  the  company  of 
her  brother  in  1 671,  and  afterward  in  the  company  oiLaAlquUana. 
She  "was  distinguished  especially  for  her  singular  virtue,"  and  died 
in  Barcelona. 

Lopez  (Diego),  actor  in  the  cast  of  Lope's  La  gran  Columna 
fagaia  (1629). 

Lopez  (  Fernando)  ,  actor  in  same  play  as  the  preceding. 

Lopez  (Frakcisca).  It  appears  that  more  than  one  actress 
bore  this  name.  There  was  a  Francisca  Lopez  who,  we  are  told, 
was  famous  in  the  play  La  ?Jina  tie  Gomez  Arias,  and  who  was  the 
sister  of  Luisa  and  Jose  Lopez  and  the  wife  of  Caspar  de  Segura. 
She  managed  a  company  of  players  in  Seville  in  l66o,  l66l,  1665, 
and  1664.  (Sanchez-Arjona,  p.  424  et  passim.)  In  March,  1663, 
her  company  was  acting  in  Granada.  (Barrera,  CatalogQ,  p,  341.) 
It  is  said  that  she  was  formerly  in  the  company  of  Pedro  de 
Ortegpn.  If  this  be  so,  It  must  have  been  before  1636.  In  1663 
Francisca  Lopez  is  called  "widow  of  Caspar  de  Segura";  and  in 
1677  she  is  in  the  company  of  Agustin  Manuel  de  Castilla.  {Ca!- 
deron  Dofumentos,  p.  3 SO.)  That  this  Francisca  Lopez  and 
Francisca  Lopez  de  Sustaete,  daughter  of  Luis  Lopez  de  Sustaete, 
are  one  person  is  proved  by  a  note  appended,  to  the  manuscript  of 
Montero  de  Espinosa's  play  En  el  Dickoso  es  merito  la  Culpa. 
Sec  Paz  y  Melia,  Catala^o^  Nos.  1070,  2583.  The  latter  shows 
that  Francisca  had  a  company  in  1668.  There  was  also  a  Fran- 
cisca Lopez,  wife  of  Luis  Lopez  [de  Sustaete?]  and  mother  of 
Luisa  Lopez.  Mother  and  daughter  were  acting  in  the  company 
of  Luis  Lopez  in  Seville  in  1637  and  1645.  (S.-A.,  pp.  306,  374.) 
Man'a  Lopez  was  in  this  company  in  the  latter  year.  It  is  probable 
that  this  Francisca  Lopez  was  the  mother  of  the  Francisca  first 
above  mentioned.    See  below,  under  Lopez  db  Sustaete  (Luis), 

Lopez  (Francisco).  There  seem  to  have  been  at  least  two 
actors  by  this  name.  In  1629  Francisco  Lopez,  autor  de  comediat, 
represented  in  the  Coliseo  at  Seville,  and  in  1630  in  La  Montrria, 
His  wile  was  Damiana  Perez,  and  his  name  occurs  on  the  books 
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of  the  Cofrad'w  de  la  Navena  in  1632,  1 633,  and  1635,  ^  ^^ 
latter  year  he  was  in  Valencia  (S.-A.,  p.  261 ).  This  is,  in  til  proi^ 
ability,  the  Francisco  Lopez  whose  company  repreented  scirenl 
comedias  privately  before  the  King  in  June,  1633,  and  in  ibjj;- 
On  May  i  of  the  latter  year  he  produced  Lope's  Si  m  vma 
las  Mufferes  (v.  Averiguadwr,  Vol.  I),  and  in  the  previous  yor 
(163a)  he  and  Manuel  Vallejo  represented  the  auioi  in  Madni 
Among  the  members  of  his  company  were  Diego  de  Robledo,  Sebas- 
tian Gonzalez,  and  Francisco  de  Velasco.  (AT.  D,,  p.  225.)  H< 
died  in  1653.  (S.-A.,  p.  261.)  There  was  a  Francisco  Lopo 
who,  according  to  Pellicer  (Vol.  II,  p.  59),  married  Fehciaoi  4( 
Andrade  and  died  in  1669.  We  learn  from  Crocc,  /  Tettri  6 
Napoli,  p.  t25,  that  Francisco  Lopez  and  his  wife  FclictJM  <k 
Andrade,  the  mother  of  Josefa  Lopez,  called  Pepa  la  htrmut, 
were  in  Naples  in  1639.  There  was  also  a  Francisco  Lopcr  tri» 
played  fourth  parts  in  the  company  of  Antonio  de  Rueda  in  164* 
his  wife  Isabel  Lopez  playing  third  parts  and  the  harp  in  thessnt 
company.  (S.-A.,  p.  337.)  Both  are  said  to  have  been  previousljit 
the  companies  of  Juan  Bautista  and  Pedro  de  la  Rosa.  (/JiL 
p.  261.)  In  1656  Francisco  Lopez  was  in  the  company  of  Antooi* 
de  Castro.  {Ibid.,  p.  410.)  He  had  a  company  in  Grafuda  ■ 
May,  1662.  (Paz  y  Melia,  Catdioffo,  No.  2427.)  Jveri^ithd 
discretQ. 

Lopez  (Gabriel),  actor  at  a  Corpus  festival  at  the  villa  «f 
Botox  in  1602,  in  the  company  of  Juan  de  Tapia,  Luis  de  Ciditb 
and  others. 

Lopez  (Hernando),  member  of  the  company  of  Felix  Pum' 
in  Seville  in  1665.  A  Fernando  Lopez  appeared  in  the  cwt  «f 
Lope's  La  gran  Columna  fofftsa  ( 1 629). 

Lopez  (Isabel)  played  third  parts  in  the  company  of  AnwB* 
de  Rueda  in  Seville  in  1640.  Her  husband  Francisco  Lopct 
played  fourth  parts  in  the  same  company. 

Lopez  (Jacinto)  played  in  the  company  of  Luis  Bernardo  k 
Bovadilla  for  one  year  from  Feb.  4,  1637.  In  1639  be  W 
charge  of  the  music  ("cantar  y  poner  los  tortos")  at  the  CorpiB  f^ 
tival  in  Valdemoro. 

Lopez  (Jeronimo),  autur  de  c^med'tas.  v.  LoPsz  de  ScH'A'' 
(Jeronimo). 
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Lopez  (Jose),  actor  in  the  company  of  Matias  de  Castro  in 
Seville  in  1673.    He  was  a  brother  of  Frandsca  Lopez. 

Lopez  (Josefa),  sister  of  the  autora  Francisca  Lopez,  and  wife 
of  Jeronimo  de  Heredia.  She  was  the  daughter  of  Francisco 
Lopez  and  Feliciana  de  Andrade,  and  was  called  Pepa  la  hermosa. 
She  was  in  the  company  of  her  father  in  Naples  in  1639,  and  in 
that  of  Frandsca  Lopez  in  1660,  and  she  and  her  husband  were 
in  the  company  of  Jose  Carrillo  in  1663.  In  1668  she  belonged  to 
the  company  of  Francisco  Gutierrez. 

Lopez  (Juan),  second  gracioso  and  harpist  in  the  company  of 
Jose  Garceran  in  Seville  in  1657;  his  wife  Ana  de  la  Paz  playing 
fifth  parts  in  the  same  company.  He  afterward  married  Maria 
de  Medina,  daughter  of  the  autor  Francisco  de  Medina,  and  was 
gracioso  in  Medina's  company  in  Seville  in  1670,  and  in  that  of 
Carlos  de  Salazar  in  1675  and  1676.  In  the  former  year  he  was 
indicted  for  wounding  Maria  dc  Figueroa,  wife  of  Juan  Francisco 
de  Ribera,  of  the  same  company.  At  the  dose  of  the  seventeenth 
century  there  was  another  actor  named  Jiian  Lopez,  who  married 
Maria  Bernardez  and  played  second  barbas  and  third  galanes. 

Lopez  (Juan),  actor  in  the  company  of  Bartolome  Romero  in 
1638-39,  and  in  all  probability  the  same  Juan  Lopez  who  was  in 
Figueroa's  company  (in  1630-31?)  and  who  was  called  "el  gran 
Juan  Lopez."  (Rosell,  Vol.  I,  p.  168,  and  p.  224,  in  the  Loa 
segunda,  which  seems  to  have  been  represented  by  Figueroa  in 
1632.)  In  the  Libros  de  la  Cofradia  a  Juan  Lopez,  el  Terrero,  is 
mentioned,  who  died  in  1658;  perhaps  the  same. 

Lopez  (Luis),  v.  Lopez  de  Sustabte. 

Lopez  (Luis),  second  gracioso  in  the  company  of  Pablo  Mar- 
tin de  Morales  in  Seville  in  1678. 

Lopez  (Luisa),  daughter  of  Luis  Lopez  [de  Sustaete]  and 
his  wife  Francisca  Lopez,  was  well  known  as  an  actress  in  Seville 
in  1637,  while  in  the  company  of  her  father.  She  married  Vicente 
Domingo  and  was  again  in  her  father's  company  in  1645  and  in 
the  company  of  Juan  Perez  de  Tapia  in  Seville  in  1662.  She  was 
then  living  in  Cadiz  and  came  to  Seville  to  take  part  in  the  autos, 
receiving  1 100  reals.  In  1673,  then  a  widow,  she  was  again  upon 
the  stage  in  the  company  of  Marias  de  Castro,  acting  in  La  Mon- 
teria  in  Seville.     In  1 680  she  was  in  the  company  of  Jeronimo 
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Garcia.  {Calderon  Doeumentos,  \,  p.  :}65.)  According  to  Ptfli- 
cer,  11,  p.  145,  she  died  in  1699.  See  also  Sanchcz-Arjona,  Juitt 
pp.  306,  374. 

Lopez  (  Magdalena)  ,  wife  of  the  actor  Pedro  Camadw,  jitid 
quartai  iamas  in  the  company  of  Jeronimo  Vallejo  in  MadiiJ  '* 
1660.  She  (then  a  widow)  had  a  company  in  ScvUle  in  1674.  l675- 
and  1677.  Perhaps  Pedro  Cam acho  is  a  mistake  for  Juan  Gunacl& 
who  was  also  tn  Vallcjo's  company  in  1660. 

Lopez  (Maria),  mother  of  the  actor  Domingo  de  Lejnidc 
(1586). 

Lopez  (Maaia),  or  Maria  Lopez  Ferrer,  actress,  tookptna 
four  corned ias  in  161 9  in  the  villa  de  Buendia. 

Lopez  (Maria),  daughter  of  Luis  Lxipez  de  Sustacte  awfwi* 
of  Francisco  Gutierrez  (1645);  both  were  in  the  compm!' *< 
Luis  Lopez  dc  Sustaete  in  that  year  and  in  1 650.  Her  fint  h» 
band  (1633)  was  Diego  de  Santiago,  autor  de  comedioi.  She&* 
in  1651,  leaving  two  children:  Luis  and  Juana  Gutieffti,  ^  «• 
For  her  Calderon  wrote  the  entrcmes  £/  Sacristan  muier.  (Ptef 
Melia,  Cataiogo,  No.  2974.) 

Lopez  (Martin),  actor  in  the  company  of  Pedro  dc  O^eft 
in  1635. 

Lopez  (Matias),  actor?  witness  to  the  marriage  of  Le^^ 
Alcaraz  and  Catalina  de  Carcaba  on  Dec.  19,  16  to. 

Lopez  (Micaela),  wife  of  the  autor  de  eomediai  Prfl*  ^ 
Ortcgon ;  she  played  first  parts  in  his  company  in  Seville  in  163V 

Lopez  (Micaela),  wife  of  Bartolome  de  Robles  (l6Jt) 
They  took  part  in  the  Corpus  festival  at  Madrid  in  chat  >t3r-  I* 
February,  1625,  a  Micaela  Lopez  was  the  vnic  of  the  attor  D"*" 
Gomez,  Varela,  and  both  were  In  the  company  of  Manuel  ViCcj*^ 

Lopez  (Paula)  played  second  parts  in  the  company  of  J* 
Antonio  Carvajal  in  1681.  According  to  Galiardo,  I,  p.  680.  i*» 
was  his  wife, 

Lopez  (RosenDo),  actor  in  the  company  of  Agustin  Maac)^ 
Casttlla  in  1677,  1678;  with  Jose  Garcia  dc  Frado  in  1679*'' 
Juan  Antonio  dc  Carvajal  in  1681. 

Lopez  (Vicenta),  wife  of  Francisco  de  Sotoma>T>r.  Borfi  •<'' 
in  the  company  of  Cristobal  de  Avendaiio  from  Jan.  r8,  ttii(>.  •* 
one  year.  She  had  a  daughter  Isabel  (v,  Isabelica)  ;  all  •*' 
members  of   the   company   of   Roque   dc    Figueroa   in   jfejI-P 
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(Cotarelo,  Tirso,  p.  206.  Resell,  Vol.  I,  p.  224.)  Vicenta  Lopez 
■plxyed  segundas  damas.    {Ibid.,  p.  232.) 

Lopez  de  Alcaraz  (Diego),  native  of  Cuenca  and  well-known 
autor  de  comedias.  He  was  an  actor  in  the  company  of  Rodrigo 
Osorio  in  July,  1594,  but  had  a  company  as  early  as  1596  (indeed, 
in  Feb.,  1594,  he  is  called  autor  de  comedias.  Bull.  Hisp.  (1907), 
p.  360),  and  first  produced  Lope  de  Vega's  comedia  El  Soldado 
Amante.  About  this  time  he  married  Magdalena  Osorio,  daughter 
of  Rodrigo  de  Osorio,  and  represented  two  autot  at  Madrid  in 
1598  and  one  in  1599.  In  March,  1601,  be  lived  in  Madrid,  in 
the  Calle  de  Francos,  when  he  agreed  to  act  for  one  year  in  the 
company  of  Gabriel  Vaca  and  Jimenez  de  Valenzuela,  receiving 
28  -{-  6  reals  daily.  To  free  himself  of  debt  he  was  finally  obliged 
to  sell  his  theatrical  wardrobe  to  Juan  de  Tapia,  Luis  de  Castro, 
and  Alonzo  de  Paniagua  on  March  4,  1602,  for  2683  na\s.  In 
1605  he  represented  two  autos  at  Valladolid,  and  in  July  gave  a 
comedia  before  the  Duke  of  Lerma;  in  the  following  year  he  pro- 
duced Lope's  Duque  de  Alba  en  Paris  at  Borox.  He  was  one  of 
the  eight  autores  authorized  by  the  decree  of  1603,  and  one  of  the 
twelve  authorized  in  1615.  On  Dec.  19,  1610,  he  married  Doria 
Catalina  de  Carcaba  in  Madrid.  For  his  early  representations  in 
Madrid,  v.  Appendix  A.  The  latest  mention  of  him  is  in  March, 
1622. 

Lopez  Basurto  (Diego),  gracioso  in  the  company  of  Alonso 
Riquekne  in  1606,  receiving  3  reals  for  maintenance  and  3  reals 
for  each  performance.  He  was  again  in  Riquelme's  company  in 
1607  and  1 610,  in  which  latter  year  he  appeared  in  the  cast  of  Lope 
de  Vega's  La  buena  Guarda. 

Lopez  del  Campo  (Bernardo),  gracioso  in  the  company  of 
Francisco  de  la  Calle  in  1660.  He  died  in  Granada  in  1705.  He 
was  the  author  of  a  nimiber  of  bailes  mentioned  by  Cotarelo 
{Migajas  del  Ingenio,  p.  207). 

Lopez  Cautivo  (Juan)  had  charge  of  the  dances  at  the  Corpus 
festival  in  Madrid  in  1582. 

Lopez  Maldonado  (Juan),  ministril  (player  of  wind-instru- 
ment) in  the  company  of  Jeronimo  Ruiz  and  others  in  Madrid 
in  1592. 

Lopez  de  Pintarroja  (Juan),  actor  in  the  company  of  Felix 
Pascual  in  Seville  in  1665. 
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Lopez  ds  Quirqs  (Bartolome),  born  in  Toledo,  tutw  dt 
camedias  in  Madrid  in  1586,  when  he  began  his  rrpresentatioas  w 
Jan.  12;  he  brought  out  the  auto  La  Apocalipsis  de  S.  Juan  it 
Seville  in  1586,  and  had  a  company  in  Valencia  in  1588-89.  Set 
Perez  Pastor,  Proceso  de  Lope  de  Vetfa,  p.  9.  He  a  meaooaetl 
by  Rojas,  Viage  entretenido,   p.  362,  a&  a  well-known  actor. 

Lopez  de  Sustaete  (Luis),  native  of  Segovia,  and  h»  mxt 
Angela  Corbella  were  in  the  company  of  Pedro  de  Ort^on  in 
Feb.,,  1632,  when  they  were  received  into  the  Cofraiia  it  it 
Novgna.  (Sanchez-Arjona,  p.  288.)  He  was  an  autor  dt  comt- 
dias  in  1634  in  Seville  at  Corpus,  and  also  in  1637,  164O,  1645. 
1646,  1649,  and  1650.  He  was  in  Madrid  in  1638  and  npft 
sented  thirty  times  in  Toledo  in  1639,  beginning  at  Easter,  aai 
again  in  1640,  and  in  the  latter  year  his  company  acted  privatdr 
before  the  King  in  the  royal  palace  and  Buen  Retiro,  while  Is 
company  and  that  of  Damian  Arias  represented  at  Coipus  is 
Madrid.  In  1642  he  was  again  in  Madrid,  and  in  1645  beagni' 
to  give  fifty  or  sixty  representations  in  Valencia.  In  this  jttr  be 
and  Ana  de  Espinosa  had  a  company  jointly.  By  his  wife  Aittfi^ 
Corbella  he  had  the  following  children:  Maria,  Luisa  or  JiMtb 
Luisa,  Micaela  Francisca,  and  Francisco  Manuel  Lopec  iSnt 
chez-Arjona,  p.  287.)  This  statement  conflicts  with  what  issanl 
above,  under  Francisca  Lopez,  Moreover,  we  ajc  told  tiat  h 
1640  the  wife  of  Luis  Lopez  was  Jacinta  de  Herbias.  C^^**^ 
guadar,  I,  p.  125.)  There  is  documentarj'  evidence,  how«vcr,  t> 
prove  that  Angela  Corbella  was  the  wife  of  Luis  Lopez  de  SosticK 
on  Dec.  21,  1641.  {Nufvas  Datas,  p,  328.)  We  have  seeo  abai* 
that  In  1645  Francisca  Lopez  was  the  wife  of  Luis  Lopex,  ffl^ 
that  she  and  her  daughter  Luisa  acted  in  his  company  to  that  ^^ 
(S.-A.,  p.  374,  where  a  list  of  his  company  is  given.)  Perha|S  »< 
are  dealing  here  with  two  actors  named  Luis  Lopez.  I  am  unsli^ 
to  dear  up  the  matter. 

Lopez  pe  Sustava  (Jeronimo)  and  his  wife  Isabel  Rodric* 
of  Madrid,  nutores  de  camedias.  belonged  to  the  company  of  Ag»- 
nio  Granados  for  tivo  years  from  March  5,  1603,  when  Jcmaat 
Lopez  was  to  give  to  Granados  the  following  comedtas:  So*  Rt 
mundo,  Los  CabaUerns  nurt'oi.  La  Fvfniant&  de  Cordok^,  anJ  I* 
TratQ  de  la  Jldea,  "which  he  has  bought  from  the  poets  wbo 
them."  Prior  to  this,  from  Jan.  4  to  Jan.  20,  1602,  hh 
represented  in   Madrid.     Suarez  de  Ftgueroa,   Plat^   {/xfnm' 
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(  1615),  p.  336,  mentions  him  as  still  living.  Thr  censura  of  this 
%vork,  however,  is  dated  April  4,  1612,  According  to  Pelliccr, 
he  died  in  i6to.  On  Maj'  31,  1603,  he  belonged  to  the  company 
of  Juan  de  Morales  Medrano. 

Lorenzo  (Caspar),  actor?  witness  to  the  marriage  of  Jusepa 
Vaca  and  Juan  de  Morales  on  Dec.  27,  1602.  An  actor  named 
Lorenzo  appeared  in  Tirso's  La  Ttrctra  de  la  Sancta  Juana 
(licensed  in  1616)  and  in  the  cast  of  La  Guarda  euidadosa  by 
Miguel  Sanchez  (printed  in  1615),  Both  plays  were  evidently 
represented  by  the  same  company.  Could  this  Lorenzo  be  Lorenzo 
Hurtado?  The  name  also  occurs  in  the  cast  of  Lojjc's  El  piadoso 
Aragongs  (1626). 

I^OSA  (Juan  de)  had  a  company  of  "volatines"  in  La  Manterui 
in  Seville  in  March,  1&32. 

LoYA  (Francisco  de),  actor  in  the  company  of  Diego  Lopez 
de  Alcaraz  in  1607, 

LoYOtA  of  Toledo,  actor  mentioned  by  Rojas,  Viage,  p.  362, 
among  the  best  known  at  that  time  (1603).  He  also  sa}^  that 
he  was  the  author  of  the  comedia  Audalla  {ibid.,  p,  126),  a  play 
That  seems  to  be  lost.  Barrera  gives  the  author's  name  as  Juan 
Bautista  de  Loyola. 

Lucia,  actres  in  the  cast  of  Lope's  El  Semhrar  en  buena  Tttrra 
(161 6).  Perhaps  Lucia  de  Salcedo,  q.  v.  See  also  Lucia  Sevi- 
LLANO. 

LuciANA.  She  was  a  sister  of  Antonia  del  Pozo  {La  Patata). 
See  xindcr  PataTA  (La). 

LuDENA  (Hernando  de),  actor  in  the  company  of  Cisneros  in 
Sept.,  1587. 

Luis,  actor  in  the  company  of  Alonso  Riquelme  in  1610. 

LutS  (Juan)  bought  out  one  of  the  carros  at  Corpus  in  Seville 
in  1577. 

LUISA,  V.  BORDOY,  BORJA,  CRUZ. 

LuiSA,  fa  musica,  in  the  company  of  Antonio  de  Prado  in 
1639.    Perhaps  this  is  Luisa  de  Borja. 

LviSA  Ambrosia,  widow,  actress  in  the  company  of  Juan  Roman 
in  1639. 

Luisa  Antonia,  wife  of  Vicente  Domingo:  both  were  in  the 
MMltpany  of  Francisco  Gutierrez  in  Seville  in  1668. 

LVJAN,  V.  LUXAN. 
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Luna  (Hernando  de),  autor  in  charge  of  the  auto  Las  CoUti 
de  Crista  in  Seville  in  1 592. 

LuQUE  ?  (Miguel)  ,  actor  in  the  company  of  Antonio  dc  Rueli 
in  Seville  in  1644. 

LuXAN  (MtCABLA  DE),  famous  actress  and  arnica  ol  hoptk 
Vega,  who  celebrates  her  in  his  sonnets  under  the  natnc  of  hwaix 
or  Camila  Luzinda.  She  was  the  mother  of  several  of  his  childret 
Of  these  Mariana  and  Angelilla,  then  quite  young,  were  Mriag 
with  their  mother  in  Toledo  in  1 603  ;  what  became  of  them  we  io 
not  know.  A  daughter,  Marcela,  was  born  in  1605,  who  iwam 
a  nun  and  died  in  1688,  and  a  son,  Lope  Felix,  born  in  1607,  iri* 
became  a  soldier  and  died  in  1634.  Lope's  relations  ^th  Miodi 
de  Luxan  were  continued  until  about  161 4;  after  that  «i  hot 
nothing  of  her.  She  must  have  been  a  famous  actress,  for  Sosid 
de  Figueroa  mentions  her  in  his  Plaza  Universal  (1615)  iisan| 
the  most  celebrated  comediantes  then  living.  Despite  this  bet  4» 
name  Micacla  de  Luxan  occurs  nowhere  in  the  theatrtad  maA 
that  have  been  preserved.    See  ray  Life  of  Lape  de  Vega,  pmm. 

Luzon  (Jusepe)  and  his  wife  Isabel  Ana  were  in  the  canpof 
of  Jcronimo  Sanchez  from  March  27,  1623,  for  one  year. 

Llorentb  (Pedro)  and  his  wife  Maria  de  Morales  were  is 
the  company  of  Tomas  Fernandez  for  one  year  from  Nor.  U 
161 1.  They  received  8  reals  for  maintenance  daily  and  20  («t 
for  each  performance,  besides  traveling  expenses  for  the  ewfk 
and  one  servant.  His  company  represented  in  Salamanca  id  1614 
during  the  Christmas  vacation.  Both  took  part  in  the  Cwy* 
festival  at  Seville  in  161 7.  Llorente  lived  in  the  CalJe  del  Infnltt 
Madrid,  where  he  died  on  Jan.  30,  1631.  He  was  oik  of  ikt 
twelve  autores  authorized  by  the  decree  of  1615, 

Maqana,  v.  Mazana. 

Mader.'v  (Antonio  de),  stage  manager  and  machinttr  in  Af 
company  of  Luis  Bernardo  de  Bovadilla  for  one  year  from  McKfcl- 
J  637. 

Madrid  (Juan  de),  actor  in  the  cast  of  Ttrso's  L«  Ten*^^ 
la  Sancta  Juana.  dated  1614. 

Mairb  (  Francisco)  and  his  wife  Jacinta  Vclez  tt»k  p»n  ia  ^ 
Corpus  festival  at  the  villa  dc  Algete  in  1636,  she  playing  firstpw* 
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MalaCuilla  (Juan  de)  ,  actor  in  a  joint  company  with  Fernan 
Sanchez  de  Vargas  and  others  in  March,  1 634;  he  had  a  com- 
pany in  1636-39.  There  was  a  Juan  tie  Malaguilla  who  played 
third  and  fourth  parts  in  the  company  of  Sebast.  de.Prado  and 
Juan  de  la  Calle  in  1659;  he  was  harpist  in  the  company  of 
Escamilla  in  1664,  1665,  1670,  1675,  and  1676;  in  1674  with 
Sinaon  Aguado  and  in  1681  with  Manuel  Vallejo. 

Malaguilla  (Valerio  de),  harpist  in  the  company  of  Agustin 
Manuel  in  1677  and  1678;  with  Jose  Antonio  de  Prado  in  1679, 
w^th  Jeronimo  Garcia  in  1680,  and  with  Manuel  Vallejo  in  168 1. 

Maldonado  (Alonso),  member  of  the  company  of  Andres  de 
la  Vega  from  March  i,  1638,  for  one  year. 

Maldonado  (Ana),  wife  of  Francisco  Lobillo;  both  were  of 
IVIadrid,  and  belonged  to  the  company  of  Juan  Acacio  in  Seville 
in  1 619. 

Maldonado  (Caspar),  minutrU  (player  of  wind-instrument) 
in  Madrid  in  1584. 

Maldonado  (Juan  de),  actor  in  Madrid  in  163 1  ;  on 
March  24,  1639,  he  agreed  to  play  old  men's  parts  in  the  com- 
pany of  Juan  Roman,  and  on  April  6,  1639,  joined  the  company 
of  Juan  Rodriguez  de  Antriago  until  Shrovetide,  1640. 

Maldonado  (Juan  Lopez),  mmhtnl  in  the  house  of  D.  Garcia 
de  Mendoza,  Viceroy  of  Peru,  at  Lima,  in  1588,  receiving  200 
ducats  per  year.    He  is  first  mentioned  in  1577. 

Maldonado  (Dona  Mblchora),  widow  of  the  ministril 
Alonso  de  Morales  (1577-1624).  She  was  the  daughter  of  Juan 
L^pc£  Maldonado,  ministril,  and  was  still  living  at  the  death  of 
her  husband,  on  Feb.  22,  1624. 

Maldonado  (Pedro),  autor  de  comedias  in  March,  161 1, 
when  he  lived  in  the  Calle  dc  Cantarranas  with  his  wife  Magdalena 
de  Chaves.  From  Shrovetide,  1615,  to  1616,  he  was  in  the  com- 
pany of  Tgmas  Fernandez,  In  March,  1621,  he  and  his  wife 
Jeronima  Rodriguez  were  in  the  company  of  Juan  de  Morales 
Mrdrano.  His  name  appears  in  the  cast  of  La  MUgtra  Espanola 
(printed  tn  1616).    v.  Rcstori,  Studj,  p.  92. 

Maldonado,  v.  also  Martinez  Maldonaix). 

Maluenda  (Jacinto),  alcaide  of  the  theater  at  Valencia  in 
1638-43.    V.  Barrcra,  Cctalogo. 
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Makcarea  (Antonia),  actress  in  the  company  of  Fdk  P»> 
cual,  1670-71  ? 

Manso  (Bartolome)  and  his  daughter  Francisca  Man»  bt- 
longed  to  the  company  of  Andres  de  la  Vega  in  Feb.,  1636.  Ht 
was  probably  in  Manuel  Vallejo's  company  in  1630.  (Bull.  Huf. 
(1908),  p.  256.)  He  died  in  the  Calle  de  Cantarranas  on  July  Jt, 
1652.  In  the  partida  de  difuncion  his  wife  is  called  Mam 
Torrada. 

Manso  (Francisca),  daughter  of  Bartolome  Muso  mi 
Angela  de  Torrado,  played  third  parts  in  the  same  compaflf  « 
1636,  She  played  primeras  damas^  apparently  in  the  same  jas, 
in  the  company  of  Tomas  Fernandez.     ( Resell,  I,  p.  288.) 

Manuel,  actor  in  Lope  de  Vega's  Nueva  Victoria  de  D.  Gt*- 
%alo  de  Cordoba  ( 1622).     Is  this  perhaps  Pedro  Manuel? 

Manuel  (Jacinto),  actor  in  the  company  of  Vnxaaat 
Gutierrez  in  Seville  in  1668. 

Manuel  (Juan),  legundo  barba  in  the  company  of  M*nuB 
Vallejo  in  i672f  and  in  Simon  Aguado's  company  in  1674, 

Manuel  de  Castilla  (Acustin),  v.  Castilla. 

Manuel  de  Castilla  (Pemio),  v.  Castilla. 

MANt;£L  Francisco,  v.  Francisco. 

Manuela  Bernarda,  called  Rabo  de  Vnca.  wife  of  Jeroni"" 
Garcia,  played  seffundai  damas  in  the  company  of  Antonio  de  EfO* 
milla  in  1663.  (Perez  Pastor,  Calderon  DocumeniQt.  VoL  L 
p.  297.)     In  GaUardo,  I,  p.  679,  she  is  called  Bcmarda  Mamrli- 

Manzano  (Juana),  wife  of  the  mttor  de  cxtmei'm  JnM 
Liraos  in  1586.     {Bull.  HisPunlque  (1906),  p.  366.) 

Manzanqs,  ffraciofo  representante  mentioned  in  GnnMi ' 
Alfarache,  Part  II,  Book  I,  chap.  ii. 

Marcos,  actor  in  the  cast  of  Lope  de  Vega's  La  Conprtemiit  i* 
hi  Nobler  (1628)  and  Del  Monte  sale  (licensed  in  1628).  H« 
and  his  wife  Josefa  were  in  Avendaiio's  company  in  1631 -}a(Q- 
(Rosell,  I,  pp.  84-200.)  The  name  Marcos  also  oocun  in  ik 
cast  of  Tirsos  Ceios  cttn  Ceht  se  euran  (1625}.     See  also  ■nJ" 

H ERR ERA, 

M.\RC,JIRITA,  la  Portttffuesa,  actress  in  the  eMtremetti  of  B«b»" 
ventr.  (Rosell.  VoL  II,  p.  339.)  v.  Hita  (Juasa  MAiounA 
de).  The  name  Margarita  occurs  among  the  plKyers  in  Loratf* 
Hurtado's  company   (1632-35?).     She  was,  it  teems,  thf  ''^ 
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of  Bernardo,  the  gracioso.  (Rosell,  Vol.  I,  p.  29.  On  the  follow- 
ing page  she  addresses  him,  an  actor  in  the  same  company,  with 
the  words:  "\A.y,  marido  de  mi  vida!") 

Maria  Angela,  wife  of  Gregorio  de  Morales,  was  in  the  com- 
pany of  Francisco  Solano  in  1637-38. 

Maria  Flores,  actress,  daughter  of  Maria  de  Salinas. 

Maria  Francisca,  actress  in  the  company  of  Frandsca  Lopez 
in  Seville  in  1663,  and  with  Manuel  Vallejo  in  1679-81. 

Maria  Gabriela  or  Marigravibla,  actress  in  the  company  of 
Alonso  Riquelme  in  Seville  in  1607,  and  in  that  of  Andres  de 
Claramonte  from  June  19,  1614,  till  Shrovetide,  161 5.  She  had  a 
daughter,  Francisca  Maria. 

Maria  Imperia,  wife  of  the  Italian  actor  Maximiliano  Mili- 
mino,  who  was  killed  in  a  brawl  in  Madrid  in  Nov.,  1582. 

Maria  Laura,  actress  in  the  company  of  Jeronimo  Garcia  in 
1680. 

Maria  Manubla,  wife  of  Sebastian  Gonzalez,  autor  de  come- 
dias  in  Nov.,  1635. 

Maria  Paula,  wife  of  Juan  de  Cardenas;  both  were  in  the 
company  of  Magdalena  Lopez  in  Seville  in  1677. 

Mariana  appeared  in  Lope's  La  buena  Guarda  (1610)  in 
Riquelme's  company. 

Mariana  Jacinta  of  Madrid,  widow,  singer  in  the  company 
of  Ortiz  de  Villazan  in  Seville  in  161 9. 

Mariflores,  v.  Flores  (Maria  de). 

Marin  (Antonio)  ,  gracioso  in  the  company  of  Manuel  Vallejo 
in  Seville  in  1640.  Prior  to  this,  in  Feb.,  1632,  he  belonged  to 
the  company  of  Juan  Ruiz,  and  in  1642  was  in  the  company  of 
Pedro  de  la  Rosa.  In  1644  he  appeared  in  the  cast  of  Calderon's 
Troy  a  abrasada.  In  1652  he  and  his  wife  Teresa  de  Garay  were 
acting  in  La  Monteria,  Seville,  in  the  company  of  Jacinto 
Riquelme.  His  daughter  was  also  an  actress  in  1642.  (S.-A, 
p.  295.)    He  died  in  1655.    {Ibid.,  p.  341.) 

Marin  (Juan),  escultor,  took  part  in  the  dances  and  in  the 
auto  El  Martirio  de  S.  Esteban  in  Seville  in  1569. 

Marina,  v.  Munoz  ( Marina) .  She  was  Maria  or  Marina  de 
Aguilar. 

Maritardla,  v.  Tardia  (Maria). 
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Marroquin  (Rafael)  playtd  the  tamborit  in  tht  da^ncx  Ei Rtf 
Don  Jlonsa  at  Corpus  in  Madrid  in  !6l  I. 

Martel  (Bernardo),  lessee  of  the  theater  in  Alcala  it 
Henarcs  in  1638. 

Martin  (Vicente),  actor  in  the  company  of  Atonso  Velizqwz 
In  1598,  at  Corpus,  in  Seville. 

Martin  de  Morales  (Pablo),  auior  de  comedias  in  SeviUein 
1678-79.    His  wife  was  Maria  Antonia  Jalon. 

Martinazos,  aalor  de  comedias,  praised  by  Rojas,  Fiafe  i» 
tretenjdo,  p.  91.  Sotano  (Augustin)  and  Nicolas  dc  los  Ritu  wcr 
in  his  company. 

Martinelli  (Angela),  famous  Italian  actress,  wife  of 
Drusiano  Martinelli,  acting  in  Madrid  in  1587,  in  her  busban^V 
company,  /  Confidenti.  See  Baschct,  Lei  Comedient  Iialientik 
Cour  de  France,  Paris,  1882,  p.  194  et  passim, 

Martinez  (Alonso),  actor  in  the  company  of  Jeronimo  Vda^ 
quez  in  15Q0;  he  was  in  Baltasar  Pinedos  company  in  SewTle* 
Corpus,  in  1603.  Cervantes  in  his  comedia  La  ffratt  SuIUM, 
Act  III  (Comedias,  ed.  1794,  Vol.  II,  p.  98),  speaks  of  Mwtiiw 
as  already  deceased  (probably  some  time  before  1615),  and  t/if 
of  him  that  he  was  the  inventor  of  the  danxas  cantadat,.  wHudi  be 
introduced  in  place  of  the  entremeses. 

Martinez  (Ambrosio  [Duartc?]),  a  Portuguese,  and  lamstf 
musician  and  composer,  about  163O.  His  ivife  \Iaria  de  Pti^ 
was  the  daughter  of  Antonio  de  Prado.    v.  Duarte, 

Martinez  (Ana),  sister  of  Alonso  Martinez,  and  member tf 
Pinedo's  company  in  1603,  she  and  her  brother  receiving  a  gtttvilf 
of  400  reals  in  that  year.  She  was  the  wife  of  Miguel  Ruii  * 
Nov.,  1607,  and  both  were  in  Pinedo's  company  in  Feb.,  l6i'- 
Perez  Pastor,  Bibiiografia  Madrilena,  Vol.  Ill,  p.  325. 

Martinez  (Angela),  actress  in  the  company  of  Juan  Perrtdr 
Tapia  at  Corpus  in  Seville  in  1662. 

Martinez  (Antonio),  husband  of  Isabel  de  Cordoba,  to' 
father  of  the  famous  Maria  de  Cordoba  y  de  la  Vega.  He  w* 
an  autor  de  comedias  in  Madrid  in  1619.  In  1631  be  is  (C^fW 
al^uilador  de  hatos,  i.e.,  a  hirer-out  of  costumes.  He  biuugta  MC 
a  dance  in  the  Corpus  f^tival  at  Madrid  in  1628,  and  is  afiil 
mentioned  in  1632.  He  seems  to  have  been  deceased  on  FcK  t. 
1632.    (N.  D„  p.  223.) 
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Martinez  (Cebrian),  actor,  in  charge  of  wardrobe  in  the 
company  of  Bartolome  Romero  for  one  year  from  Feb.,  1631.  In 
1639  he  belonged  to  the  company  of  Antonio  de  Prado  in  Seville. 

Martinez  (Francisco),  actor  in  the  company  of  Alonso 
Riquelme  in  Seville  at  Corpus,  1607. 

Martinez  (Francisco),  member  of  the  company  of  Andres  de 
la  Vega  in  1638  and  1639.  There  was  a  Francisco  Martinez  in 
the  company  of  Magdalena  Lopez  in  Seville  in  1674. 

Martinez  (Jeronimo),  actor  in  Madrid  in  1584. 

Martinez  (Jeronimo),  member  of  the  company  of  Jeronimo 
Sanchez  in  1623,  and  in  1639  in  the  company  of  Juan  Roman. 

Martinez  (Juan)  and  his  wife  Dionisia  Suarez  or  Xuarez 
were  in  the  company  of  Cristobal  Ortiz  de  Villazan  in  1619-20 
(Shrovetide  to  Shrovetide),  and  previously  in  1619.  He  was  an 
autor  de  comedias,  "of  those  named  by  his  Majesty,"  from  1623  to 
1636.  In  1624  he  represented  in  Valencia.  On  July  11,  1633, 
he  represented  a  comedia  privately  before  the  King,  and  in  1636 
represented  eight  comedias  before  Philip  IV.  Juan  Martinez  ap- 
peared as  Satan  in  Lope's  La  gran  Columna  fogota  (1629). 

Martinez  (Juan),  segundo  gracioso  in  the  company  of  Mag- 
dalena Lopez  in  Seville  in  1677. 

Martinez  (Lucia),  wife  of  Juan  de  Jaraba,  lessee  of  the 
corrales  of  Madrid  in  1613-15. 

Martinez  (Luis),  autor  de  comedias  in  Madrid  in  1586,  and 
in  Valladolid  in  1588. 

Martinez  (Luisa),  wife  of  the  autor  de  comedias  Juan 
Granado  in  April,  1605. 

Martinez  (Maria),  mother  of  Juan  Francisco  Ruiz  and  wife 
of  Damian  Ruiz.  All  were  in  the  company  of  Manuel  Vallejo  in 
1631. 

Martinez  (Miguel),  dancing-master  in  charge  of  dances  at 
Corpus  in  Madrid  in  1603. 

Martinez  (Miguel),  actor  in  the  company  of  Baltasar  Pinedo 
in  1613;  in  1619  and  1620  he  was  in  the  company  of  Tomas 
Fernandez.  He  and  his  daughter  (name  not  given)  were  in  the 
company  of  Jeronimo  Sanchez  for  one  year  from  March  27,  1623. 

Martinez  de  Grajales  (Peihio),  actor  in  the  company  of 
Gaspar  de  Porres,  May,  1597-99. 
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Martinez  Maldonaco  (Francisco),  actor  in  thccompanTof 
Alonso  Riquelme  for  one  year  from  Jan.,  l6o6. 

Martinez  oe  Mora  (DieCo)  and  his  daughter  Mariana  tool 
part  in  Caspar  dc  Avila's  Las  FulUrias  de  Artnir  at  L<ganb  ia 
1629.  (Paz  y  Mdia,  Cat.,  No.  1340,)  They  both  acted  in 
Brihuega  in  l6j6.    See  also  under  Mora  (Dieco  1>e). 

Mata  (Ana  Maria  de  la),  wife  of  Diego  Casco  y  Roja 
both  were  members  of  the  company  of  Hcrnan  Sanchez  de  V«|is 
from  Jan.,  1633,  till  the  end  of  Oct.,  she  sharing  the  second  pot* 
with  Dona  Francisca  de  Vargas,  daughter  of  the  autor. 

Mata  (Antonio  de)  and  his  wife  Josefa  Nieto  were  menibei 
of  the  company  of  Jacinto  Riquelme  in  Seville  in  1652. 

Mateo,  actor  in  the  cast  of  Lope's  El  piadoio  Araponei  { i6a6). 
taking  the  part  of  Raymundo  dc  Luna. 

Matias  (Juan)  or  Juan  Matias  Molina  was  harpist  in  it 
company  of  Avendano  in  1633.  His  wife  was  Ana  de  Motim. 
in  the  same  company.  (Cotarclo,  Tirso,  p.  203;  Rosell,  Vd  L 
p.  86.)  In  1636-38  he  was  in  the  company  of  Tomas  FemaflJe- 
In  1640  he  was  segunda  barba  and  musical  director  in  the  ccKOpaa) 
of  Antonio  de  Rueda  in  Seville.  His  name  occurs  in  the  est  «f 
Caldcron's  Troya  abrasada  {censura  of  1644).  There  w«  » 
Matias  who  appeared  as  Gascon  in  Tirso  s  Ceiot  con  Cttas  K 
curan  (1625)  :  perhaps  the  same  actor. 

MaTos  (Juan  t>&)  of  Seville,  actor  and  bailarin  in  the  oonpflf 
of  Antonio  de  Prado,  apparently  in  1634.-36.  See  Rosell.  Vd- 1. 
pp.  97,  1 01.  I  presume  that  the  loa  of  Benavcnte's  in  which  MaW 
appeared  belongs  to  about  this  date  from  the  fact  that  Malaevih 
{ibid.,  p.  99)  had  a  company  at  that  time. 

Max«  (Max3MIUANg(  ?)  ),  actor  in  the  cast  of  Lope's  A 
piadoso  Jttffonei  ( 1626),  taking  the  part  of  D.  Juan  de  BeamodB. 
The  name  also  appears  in  Prado's  company  in  i63a-35(?)* 
V.  Rosell,  I,  p.  322.    The  latter  is  perhaps  Maximtliano  de  Monkt- 

Maxara  (Miguel  de),  actor  in  the  company  of  Pedto  ^ 
Ortegon  in  Seville  in  1635. 

Maynel  or  Mainel  (Jeronimo),  actor  in  the  ooaifMiflf  o^ 
Jeronimo  Velazquez  in  1590.  He  is  mentioned  by  Suaitx  it 
Figueroa  as  being  deceased  before  161 5. 

Mayo  (Juan  Bautista)  ,  aaior  dc  comedies  in  ViUadolid  » 
1640.    (M.  y  M.,  p.  566.) 
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Mazana  (Antonia),  v.  Mazana  (Maxuela  Antonia). 

Mazana  (Juan)  and  his  wife  Dorotea  de  Sierra  appeared  in 
Lope  de  Vega's  El  Brazil  restUuido  (1625)  in  the  company  of 
Andres  de  la  Vega.  v.  Modem  Lang.  Review,  Jan.,  1906.  He 
was  in  Antonio  de  Prado's  company,  with  his  daughter  (called  la 
Nina  de  Mazana,  or  la  Nifia  de  Dorotea),  about  1634-35. 
V.  Rosell,  Vol.  I,  pp.  97,  322,  351.  He  was  again  in  Prado's  com- 
pany in  Seville  at  G>rpus  in  1639  and  in  Sept.,  1642.  He  was 
probably  divorced  from  Dorotea  de  Sierra  before  May  30,  1642, 
when  he  was  a  musico  in  Prado's  company  and  is  described  as 
the  former  husband  of  Dorotea  de  Sierra.  (N.  D.,  p.  329.)  The 
name  Juan  Manzano  {sic)  appears  in  the  cast  of  La  Paciencia  en  la 
Fortuna  (about  1640).     (Restori,  Studj,  p.  143.) 

Mazana  (Jusepa),  sister  of  Manuela  Antonia  Mazana. 
actress  in  the  company  of  Antonio  de  Prado  in  Seville  in  1639. 

Mazana  (Manubla  Antonia),  daughter  of  Juan  Mazana 
and  Dorotea  de  Sierra,  and  wife  of  Lorenzo  de  Prado.  Both  be- 
longed to  the  company  of  Manuel  Vallejo  in  1640,  and  to  the 
company  of  Lorenzo  Hurtado  in  Seville  in  1642,  she  playing  second 
parts  at  the  Corpus  festival.  In  both  these  cases  she  is  called 
Manuela  Mazana.  Lorenzo  de  Prado  died  of  the  pest  in  i649(  ?), 
after  which  she  married  Manuel  Garcia,  called  Asadurilla. 
(Rosell,  Vol.  n,  p.  340.)  According  to  the  MS.  of  the  Librot  de 
la  Cofradia,  partly  published  in  Gallardo,  EnsayOj  Vol.  II,  p.  676, 
Manuela  afterward  married  Diego  de  Santa  Cruz  Caballero.  Cer- 
tain it  is  that  Diego  de  Caballero  and  his  wife  Antonia  {sic) 
Mazana  were  in  the  company  of  Francisco  Gutierrez  in  Seville  in 
1668,  in  Agiistin  Manuel  and  Felix  Pascual's  in  1671,  and  in  the 
company  of  Matias  de  Castro  in  1673 ;  here  she  is  called  Manuela 
Mazana.  (Sanchez-Arjona,  p.  460.)  The  name  M*  Mazana  oc- 
curs in  the  cast  of  Calderon's  Troya  abrasada  (1644). 

Mazo  (Alejandro),  actor?  His  widow  Mariana  de  Alarcon 
of  Valencia  was  in  the  company  of  Diego  Vallejo  in  Seville  in  161 9. 

Medina  (Catauna  de),  wife  of  Francisco  de  Salas;  both  were 
in  the  company  of  Manuel  Vallejo  in  1631.    See  under  Salas. 

Medina  (Diego  de),  cobrador  in  the  company  of  Antonio  de 
Prado  in  1632,  and  in  the  same  company  in  Seville  in  1639. 
His  wife  Magdalena  Fernandez  also  acted  in  Prado's  company 
in  1632. 
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Medina  (Francisca  de),  wife  of  Jose  d<  MoMlkda;  bod 
belonged  to  the  company  of  Magdalena  Lopez  tn  Seville  in  1677. 

MEorNA  (Francisco  de),  actor  in  the  company  of  AloMo  ^ 
Olmcdo  on  Oct.  29,  1 631,  when  he  was  received  into  the  Ctfni* 
ie  la  Novena.  He  was  with  Juan  Acacio  in  ScrvxUe  at  Corptil  ii 
1644;  with  Lorenzo  Hurtado  in  1645,  ajid  with  Luis  LofOik 
Sustaete  in  1650.  In  165a  he  was  with  Jacinto  Riquelme,  lb* 
in  Seville,  and  in  1670  he  had  a  company  in  La  Montrrh,  SetSk. 
He  hsd  three  daughters:  Maria,  Josefa,  and  Paula,  and  att 
Cristobal. 

Medina  (Jacikta  de),  actress  in  the  company  of  Lub  Lopo 
de  Sustaete  in  Seville  at  Corpus,  1645. 

Medina  (Jerokimo  de).  actor  in  the  joint  company  of  Joifl 
Roman  from  Shrovetide,  1639,  to  1640.  He  furnished  cosnimB 
to  the  company,  receiving  3)4  reals  extra  per  day. 

Medina  (Josefa  de),  daughter  of  Francisco  dc  Medina;  i!k 
died  in  Seville  in  l670(?).  "despenada  de  una  tramoj'a."  (Stf- 
chez-Arjona,  p.  452.) 

Medina  (Maria  de),  actress  in  the  company  of  Anm* 
Granados  in  Seville  at  Corpus  in  1618,  w^hcn  she  recaW  ' 
gratuity  of  lOO  reals  for  excellence  in  the  auto  Las  Faerat  i> 
Sanson,  by  Foyo.  She  was  in  Domingo  Balbin's  compaof  in" 
Sept.  I,  1623,  till  Shrovetide,  1624. 

Medina  (Maria  de),  daughter  of  Francisco  de  Mnbai  ■< 
wife  of  Juan  Lopez,  graciosa.  in  1676,  when  both  beloiftged  (Hkf 
company  of  Carlos  de  Salaxar  to  Seville, 

Medina  (Paula  de),  sister  of  the  preceding;  she  manidAle 
jandro  Guzman, 

Medina  (Pedro  de)  took  part  in  the  Corpus  festival  at  SeviDt 
in  1559,  1560,  and  1569. 

Medrano  (Bernarix)  de),  first  gmcioto  in  the  cflnpof  •^ 
Luis  Bernardo  de  BovadiUa  from  Feb..  1 637,  for  one  yvB>  l> 
Feb.,  1638,  he  was  in  the  company  of  Alonso  de  Olmcdo  and  !<• 
Bernardo  de  BovadiUa,  also  for  one  year.  There  was  a  Betnar^ 
ffracioto,  in  the  company  of  Lorenzo  Hurtado  about  l63;2-35(*'- 
V.  Resell,  Vol.  I,  p.  29.  Perhaps  this  was  Medrano.  He  wm  li!* 
in  Avendano's  company.  (Ibid.,  p,  63.)  v.  LAMFAJauji  ^ 
Bernardo. 

Medrano  (Juan  de),  son  of  the  preceding,  and  in  the  «» 
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company  in  1637  ^>^^  1638.  He  is  probably  the  "Juanico,  hijo 
de  Bernardo,"  in  Rosell,  Vol.  I,  pp.  288,  330.  The  date  of  the 
loa  on  p.  288  is  probably  1636. 

Mbjia  [Antonio?],  actor  in  the  cast  of  Belmonte's  play  J  un 
tiempo  Rey  y  VataHo  in  1642.  The  name  Mexia  occurs  in  the  cast 
of  Calderon's  Troya abrasada  ( 1644).  See  also  Mexia  and  Mbssia. 

Melocoton  (Jose)  ,  musico  in  the  company  of  Antonio  de  Esca- 
milla  in  1 66 1  and  1663. 

Mbncos  (Ana  Maria  de),  wife  of  Diego  de  Mencos;  both 
appeared  in  Heredia's  company  in  Lope  de  Vega's  Del  Monte  sale 
(1628),  and  both  were  in  the  company  of  Cristobal  de  Avendaiio 
in  1633. 

Mencos  (Diego  de),  gracioso  famoso  y  tolfista  in  the  company 
of  Cristobal  de  Avendaiio  in  March,  1632,  and  Feb.,  1633.  In 
1635  he  belonged  to  the  company  of  Alonso  de  Olmedo.  In 
Feb.,  1638,  he  and  his  second  wife  Francisca  Paula  joined  the 
company  of  Bartolome  Romero  for  one  year.  In  1639  he  went  to 
Lisbon  to  act  for  twenty-four  days,  beginning  in  Lent,  taking  the 
part  of  vexete,  and  his  wife  playing  third  parts.  In  Feb.,  1640, 
both  were  again  in  Romero's  company,  until  the  end  of  the  octave 
of  Corpus. 

Mendi  (Juan  Ruiz  de),  v.  Ruiz. 

Mbndi  (Maria  de),  sister  of  Juan  Ruiz  de  Mendi  of  Madrid, 
and  legatee  under  his  will,  dated  Nov.  24,  1 596. 

Mbndiola  (Jose)  played  third  parts  in  the  company  of  Magda- 
lena  Lopez  in  Seville  in  1677.    His  wife  was  Francisca  de  Medina. 

Mbndoza  (Antonia  Herrero  de)  and  his  wife  Francisca  de 
Figueroa  were  in  Avendaiio 's  company  in  1632. 

Mendoza  (Bartolome  de)  of  Jaen,  autor  de  comedias,  repre- 
sented two  autos  in  Alcaraz  in  1588,  receiving  40  ducats.  In  1589 
he  represented  two  comedias  a  lo  divino  in  the  same  town.  (B.  H. 
(1906),  p.  368.) 

Mendoza  (Francisco  de),  actor  in  the  company  of  Diego  de 
Santandcr  in  Dec.,  1594.  In  June,  1614,  he  joined  the  company 
of  Andres  de  Claramonte,  till  Shrovetide,  161 5. 

Mendoza  (Juan  de),  actor  in  the  company  of  Juan  de  Tapia, 
Luis  de  Castro,  and  Alonso  de  Paniagua,  from  March,  1602,  for 
one  year.    In  1604  he  took  part  in  the  autos  at  the  villa  de  Borox. 

Mendoza  (Juana  de),  daughter  of  Manuel  Jerje  and  Ana  de 


524     SPANISH  ACTORS  AND  ACTRESSES 

Torres.     She  was  a  member  of  the  company  of  I^faaiiel  Villfj) 
in  1631. 

Mendoza  (Luis  de),  actor  in  Antonio  de  Prado's  coo>piiij« 
1630;  in  1662  with  Sebastian  de  Prado;  in  i66j  he  w»s  ffta* 
in  Jose  Carillo's  company,  in  1664  second  ffracioso  with  Baml«' 
Romero  and  Juan  de  la  Calle,  in  1665  with  Francisco  Git6»,ti 
in  1670  and  1677  with  Escamilla.  He  -was  a  Portuguese  vAU 
in  1684. 

Meneses  (Juan)  played  first  and  second  parts  in  the  axDj--" 
of  Juan  Roman  from  March  23,  1639,  for  one  year. 

Mesa  (Baltasar  de),  "famoso  por  el  ingenio  y  por  b  «r 
sertadon."  (ClaramontCi  Le/onia  mora/,)  Rojas,  Ftayr,  p.  t]t. 
mentions  "Mesa"  among  the  actors  who  had  written  ftna.hs. 
etc 

Mesa  (Caspar  de),  member  of  the  company  of  Diego  Los^ 
deAlcaraz  in  April,  1607. 

Messia  (Antonio).  The  daughter  of  Antonio  Mesaa.  a* 
not  given,  was  an  actress  in  Madrid  in  1650.  in  Prado's  cooiptff- 
(Perez  Pastor,  Calderan  Documentos,  I,  p.  170.)    v.  Mejia  [Aj* 

TONIO]. 

Mbxia  (Damian),  actor  in  the  company  of  Alonso  de  V31A 
in  1614. 

Micaela,  v.  Fer^tandez,  Gadea,  Lopez,  Luxak,  Owo- 

MiGUEL  Juan,  musico  in  Madrid  in  March,  1639,  who  wi 
part  in  two  comedias  at  Pcnalver  in  that  yea^r, 

MiUMiNO  (Maximiliano),  Italian  actor  killed  in  a  hnd. 
Oct.  19,  158a,  in  Madrid.  He  headed  a  coizipany  of  Italian  l^ia^B* 
which  was  in  the  pay  of  the  King  of  Navarre  in  1578.  (Bei* 
Let  Comedient  ItaL,  p,  87,  where  the  name  is  written  MiiiiiMi' 
Milanino.)     His  wife  was  iMaria  Imperia. 

Millan  (Isabel),  actress  in  the  company  of  Antonio  de  R** 
in  Seville  in  1&44. 

MiNANO  (Juan),  aaor  in  Juan  Roman's  company  from  Shww 
tide,  1639,  to  1640.  The  name  occurs  in  the  cast  of  JL*  C«"* 
cuidadosa  by  Miguel  Sanchez. 

MiRABETE  (Mariana  de),  actress,  wife  of  Diego  de  A*il«  • 
Feb.,  1 619.  Both  appeared  at  the  Corpus  festival  at  the  viUa^ 
M^toles  in  that  year. 
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MiKALLES    (Juan)    belonged   to  the  company  of   Francisco 
[Gutierrez  In  Seville  in  1668  &nd  1669. 

MiRALLES  {Luis  db)  of  Valencia,  actor  in  the  company  of  Fdix 
Pascual,  died  in  Valladolid  in  1672.     (M.  y  M.,  p.  567.) 

Miranda  (Beatriz  de),  "single  woman"  in  the  company  of 
Bartolome  Romero  from  Feb.  26,  1638,  for  one  year.  On 
March  30  of  the  same  year  she  contracted  to  act  for  one  year  in 
the  company  of  Andres  de  la  Vega. 

Miranda  (Juan  de),  actor  in  the  company  of  Pedro  Ximenez 
de  Valenzuela  and  Diego  Lopez  de  Alcaraz  in  1602. 

Miranda  (Miguel  de)  and  his  wife  Juana  Bautista  were  mem- 
bers of  the  company  of  Juan  Rodriguez  de  Antrtago  from  Shrove- 
tide, J637,  till  Shrovetide,  1638;  "she  to  play  second  parts  and 
^e  to  receive  one  real  less  per  day  than  his  wife." 
I  Molina  (Aoustin),  singer  and  actor  in  Manuel  Vallejo's 
company  in  1633. 

Molina  (Amrrosio  de),  tegundo  musico  in  the  company  of 
Jeronimo  Vallejo  in  1660. 

Molina  (Ana  de)  ,  wife  of  Juan  Matias  de  Molina,  was  in  the 
pompany  of  Crist,  de  Avendano  in  1632. 
,      Molina  (Juan  de),  actor  in  the  company  of  Roque  de  Figueroa 

1631. 

Molina  (Juan  Matias  de),  harpist,    v.  Matias  (Juan). 

Molina  (Luis),  actor  in  the  company  of  Juan  Limos  in  1583- 

MoLiNA  (Miguel  de),  lessee  of  La  Monteria  in  Seville  from 
J  636  for  six  years. 

MoNROY  (Juan  Antonio  de)  played  second  parts  in  the  com- 
pany of  Jose  Garceran  in  Seville  in  1657 ;  his  wife  Jerontma  Muniz 
played  fourth  parts  in  the  same  company. 

MONSALVE  (CaTalina  De)  and  her  husband  Pedro  de  Ribera 
Were  members  of  the  company  of  Alonso  de  Olmedo  in  lb3i. 
{BttU.  Hisp.  (1908),  p.  244) 

Monserrate  (Diego  de)  of  Madrid  and  his  wife  Mariana 
Rodriguez  acted  in  the  company  of  Alonso  Riquelme  for  one  year 
irom  March  7,  1602,  and  in  the  company  called  Lot  Andelucn 
from  March,  1605,  till  Shrovetide,  1606. 

Montemayor(Juan  DE)and  his  wife  Ana  Maria  de  UUoa  were 


526     SPANISH  ACTORS  AND  ACTRESSES 

acting  in  Lisbon  prior  to  Feb,  13,  1617,  when  they  agreed  to  join 
the  company  of  Fernan  Sanchez  de  Vargas  for  one  yar.  In 
1632-33,  with  their  daughter  Bcatriz  de  Vclasco  (Beatricica),  tlw 
were  in  the  company  of  Cristobal  de  Avendano.  (Cotardo,  Tim. 
p.  203;  Rosell,  Vol.  I,  pp.  62,  84.)  His  name  and  Ana  Utril't 
occur  in  the  cast  of  Tirso's  La  Tercera  de  la  Sancta  Jttant  (witl- 
ten  in  16 14  and  licensed  in  t6iti),  and  the  names  MonceoH^ 
and  Am  Maria  are  found  in  a  MS.  of  La  Guarda  ctiidaJtuif 
Miguel  Sanchez;  he  also  appeared  in  Lope's  Del  Monte  tdi 
{1628),  apparently  in  the  company  of  Heredia,  In  !6+S  he  »■ 
m  the  company  of  Luis  Lopez  in  Seville. 

MoNTEMAVOR  (SEBASTIAN  de)  and  his  Wife  Ana  dc  \'tli» 
are  mentioned  as  members  of  a  company  of  actors  in  Madriii  * 
1584,  He  was  an  autor  de  comedies  in  1589  and  1601.  ftAtf^ 
Beatrtz  de  Vclasco  was  the  daughter  of  Sebastian  and  not  of  Jutt^ 
though  the  chronology  secras  to  oppose  this. 

MoNTESiNos  (Maria  de),  wife  of  Diego  de  Ordon«;W 
were  in  a  joint  company  in  June,  1603,  On  June  19,  l&r|,^ 
was  the  wife  of  Fernando  Perez,  and  acted  with  hiiti  in  the  n* 
pany  of  Oaramonte  until  Shrovetide,  1615. 

Montiel  (Pedro  de),  actor  in  the  company  of  Lope  de  Rwi" 
in  1554.  (Cortes,  Vn  Ple'tto  de  Lope  de  Rueda.)  He  wrflW* 
auto  Los  Desposarior  de  Crista  con  la  Naturaleza  human.  ^ 
which  he  also  acted  at  the  Corpus  festival  at  Sc\*ille  in  1575.  t- 
was  expressly  stipulated  that  he  was  to  appear  in  per$Ofl  on  d» 
car  which  he  brought  out.  He  also  produced  autot  in  SvrSk  k 
1574  and  1576. 

MoNTOYA  (Cristobal  de)  and  his  wife  Lconor  Maria.  »«"t- 
Granada,  were  members  of  the  company  of  Juan  Acado  in  Setie 
in  1619. 

MoNTOVA  (IsiDRO  Ds),  actor  in  the  company  of  A^ustin  Maatfl 
de  Castilla  in  1678. 

Montoya  (Jeronima  de),  wife  of  Andrez  PtxajTo;  twdt  nm 
in  a  joint  company  with  Pedro  Bravo  and  others  in  July,  1614. 

Montoya  (Juan  de),  native  of  Orgaz.  over  twcntyfive  ya(> 
old  in  161 7,  when  he  seems  to  have  been  in  the  company  ©f  P**'* 
de  Valdes  (N.  D.,  p.  163)  ;  actor  in  the  company  of  DirP 
Vallejo  in  Seville  in  1619,  and  in  the  company  of  Manuel  ViDf* 
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in  1622,  1623,  and  1631;  in  the  latter  year  his  wife  la  SeAora 
Antonia  acted  in  the  same  company. 

MoNZON  (Luis  db),  dancing-master,  arranged  the  dances  for 
the  Corpus  festivals  in  Madrid  in  1603,  1606,  1608-12,  and 
called  autor  de  comedias  in  1614.  In  1619  he  and  Gabriel  de  la 
Torre  presented  five  dances  at  Corpus.  In  Sept.,  1623,  he  was  one 
of  the  lessees  of  the  theaters  of  Madrid,  and  in  1628,  with  others, 
again  had  charge  of  the  dances  at  Corpus.  A  "Monzon"  is  men- 
tioned by  Rojas,  Viage,  p.  51. 

Mora  (Diego  de),  actor?  witness  to  the  marriage  of  Luis 
Quinones  and  Isabel  de  Velasco  on  Sept.  20,  1614.  This  is  proba- 
bly the  Diego  Martinez  de  Mora  who  entered  into  an  obligation, 
for  himself  and  his  daughter  Mariana,  to  sing  and  act  at  Leganes 
in  Caspar  de  Avila's  Fullerias  de  Amor  in  1629.  (Paz  y  Melia, 
Cat.,  No.  1340.) 

Morales  (Alonso  de),  ministril,  mentioned  as  early  as  1577, 
when  his  wife  was  Dofia  Melchora  Maldonado,  daughter  of  the 
ministril  Juan  Lopez  Maldonado.  {N.  D.,  pp.  10,  33.)  In  1588 
he  entered  the  service  of  D.  Garda  de  Mendoza,  Viceroy  of  Peru, 
as  a  musician,  and  died  in  Madrid  on  Feb.  22,  1624,  his  wife 
surviving  him.    {Ibid.,  p.  205.) 

Morales  (Alonso  de),  brother  of  Juan  de  Morales  Medrano 
(N.  D.,  p.  217),  and  a  famous  actor.  He  was  called  el  Divino, 
and  is  mentioned  as  an  actor  as  early  as  1584.  He  had  a  com- 
pany in  Madrid  in  April,  1592,  together  with  Jeronimo  Ruiz  and 
Francisco  de  Vera.  In  Oct.,  1594,  he  was  a  member  of  the  com- 
pany of  Diego  de  Santander,  and  also  in  1596,  taking  part  in  the 
Corpus  festival  at  Seville.  He  represented  two  autos  and  the 
comedia  Don  Jlvaro  de  Luna  at  the  Corpus  festival  in  Getafe  in 
1601.  Claramonte,  in  his  Letania  moral  (printed  in  1612),  says 
of  him:  "Alonso  de  Morales,  principe  dc  los  representantes,  que 
merecio  en  sus  dias  Uamarse  el  Divino,  por  el  ingenio  y  por  la 
representacion,"  implying  that  Morales  was  then  deceased.  He  b 
also  mentioned  by  Suarez  de  Figueroa  in  his  Plaza  Universal 
(161 5)  among  the  famous  actors  then  dead.  Perez  Pastor,  how- 
ever, publishes  a  document  dated  Oct.  31,  1626,  in  which  Alonso 
de  Morales,  vecino  de  Salmeron,  pledges  some  landed  property  in 
that  town  as  surety  for  Juan  de  Morales  Medrano.  {N.  D., 
p.  212.)     The  latter,  moreover,  seems  to  have  inherited  this  very 
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property  in  Salmeron,  which  was  probably  the  scat  of  lie  fioillj. 
{N,  D.J.  p.  31?.)  Rojas,  Fkffe^  p.  131,  mentions  AlonsD  k 
Morales  among  the  actors  who  had  written  farsaSt  has,  *tt,  iti 
says  (p.  127)  that  Morales  was  the  author  of  the  comedra  £/ Cm^ 
loco,  but  whether  this  was  Alonso  or  Pedro  dc  Morales  is  uiKfrn» 
As  to  the  Conde  loco,  see  ^arTKiSi,Catalogo .  p.  5 1 7,  coL  i, indp-iij 
Pdliccr  (Vol,  I,  p.  117)  ascribes  the  following  plaj^  to  "Monla'' 
El  hffiiimo  Bastarda,  El  Retiegado  del  Ciela,  and  La  Ttimii 
Seville!  par  el  Sattto  Rey  Fernando, 

Morales  (Bartolome  de),  actor  in  Nov.,  1605,  and  apfl^ 
ently  a  relative  of  Juan  de  Morales  Medrano. 

Morales  (Cristobal  de),  actor  in  the  company  of  JcraM» 
Velazquez  in  1583,  and  in  July,  1614,  in  the  company  of  Qin- 
monte.  In  March,  1619,  he  belonged  to  the  company  of  Tona 
Fernandez.  In  i6ai  he  and  his  daughter  were  in  the  coropMj* 
Alonso  de  Olmedo.    {Ball.  Hisfi.  (190S),  p.  244.) 

Morales  (Felipe  de),  native  of  Cordoba,  married  Catits 
Sanchez  of  Jaca  in  1650.  Both  were  then  members  of  the  con^*" 
of  Adrian  Lopez  in  Valladolid.    (M.  y  M.,  p.  567.) 

Morales  (Caspar  de)  played  third  parts  in  the  coinpwt  «i 
Pablo  Martin  de  Morales  in  Seville  in  1678. 

Morales  (Geronimo  de)  played  second  parts  in  the  coop'? 
of  Pedro  dc  Ortegon  in  Seville  in  1635. 

Morales  (Grecorio  de)  and  his  wife  Maria  Angela  wfff* 
the  company  of  Francisco  Solano  from  March,  1637,  rill  Shitrf- 
tide,  1638, 

Morales  (Ignacia  Petronila  de),  "single  woman."  «««• 
in  the  company  of  Pablo  Martin  de  Morales  in  Se\nlle  in  1678. 

Morales  (Jeronimo)  played  second  galanes  in  the  cotBjani«J 
Sebastian  de  Prado  \n  1659-62;  barboi  In  the  company  of  J«b 
de  la  Callc  and  Bartolome  Romero  in  1664;  he  was  with  Fnr 
CISCO  Garcia  in  l66Si  with  Escamilla  in  1670  and  1677,  with  Ms 
Pascual  in  1673,  and  with  Manuel  Vallejo  in  1673.  S«  ^'•'•' 
Jeronimo  de  Morales,  perhaps  the  same  person.  Hb  dai^ltf 
was  in  Scb.  de  Prado's  company  in  1660. 

Morales  (JoseFa  I}e)  and  her  hu&band  Francisco  de  U  CaUt 
were  in  the  company  of  Felix  Pascual  in  1665 ~7o(  ?),  and  tn  dtf 
of  Magdalena  Lopez  in  Seville  in  1674;  in  1680  she  ^f*' 
iegundoi  damoi  in  the  company  of  Jeronimo  Gattia,  and  in  f^ 
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pTtmeras  damas  in  the  company  of  Carvajal,  She  had  a  son,  Salva- 
dor de  la  Calle.  Pellkefj  Vol.  11,  p.  64,  says  that  she  first  ap- 
peared upon  the  stage  in  the  company  of  Juan  de  Nieva,  in  1632  ( !)j 
and  died  in  Madrid  in  1684. 

Morales  (Juan  db),  actdr  in  the  company  of  Nicolas  dc  los 
Rjos  in  March,  1590.  He  died  before  April  10,  1595,  when  Juana 
dc  Villalba  is  designated  as  his  widow.  He  died  by  violence,  and 
on  the  date  just  mentioned  his  widow  withdrew  an  accusation 
that  she  had  made  against  Jeronimo  de  Aguilar  for  killing  her  hus- 
band. The  widow  afterward  (before  1597)  married  Baltasar 
Pincdo. 

Morales  (Juan  de),  actor  in  the  company  of  Antonio  de 
Castro  in  Seville  in  1656,  and  played  third  parts  in  the  company 
of  Jose  Garceran  in  the  following  year. 

Morales  (Maria  de)  and  her  husband  Pedro  Llorcnte  were 
members  of  the  company  of  Toraas  Fernandez  for  one  year  from 
Nov.  12,  161 1.  She  was  in  her  husband's  company  in  Dec.,  1614. 
and  in  Seville  at  Corpus  in  161 7,  when  they  received  a  gratuity  of 
320  reals.  She  outlived  her  husband,  who  died  on  Jan.  30,  162 1. 
She  is  mentioned  by  Suarez  de  Figueroa  (161 5)  as  a  famous 
actress,  and  appeared  in  Tirso's  La  Terctra  de  la  Sancta  Juana 
(licensed  in  1616)  on  its  first  representation.  She  seems  also  to 
have  produced  the  first  part  of  this  comedia  in  ValladoUd,  in 
Feb.,  1615.    See  Sanchex-Arjona,  p.  165, 

Morales  (Maria  de),  daughter  of  Francisco  dc  Arteaga  and 
Maria  Perez ;  all  were  received  into  the  Cofradis  de  la  Novena  on 
April  26,  1 63 1.  In  1633-34  she  and  her  father  were  members  of 
the  company  of  Juan  Bautista  Espinola.    {N.  D,.  p.  229.) 

XloRALES  (Mariana  de)  or  Mariana  Vaca  de  Morales,  daugh- 
ter of  Juan  de  Morales  Mcdrano  and  Juscpa  Vaca,  who  were 
married   in    1602.     She  was  acting  in   her   father's  company  in 
Seville  at  Corpus,  161 8,  and  was  then  about  fifteen  years  old.    On 
^liis  occasion  she  and  her  mother  received  a  gratuity  of  300  reals 
for  excellence  in  the  auto  La  Serraita  dg  la  Vrra.     She  seems  to 
ivc  belonged  to  her  father's  company  till  1624,  except  in   1622, 
irhen   she  was  in   the  company  of   Manuel   Vallejo  at   Corpus. 
PT  name  occurs  in  the  cast  of  Lopw  de  Vega's  El  Podrr  rn  el 
-jucreio  (1623),  and  she  wa$  doubtless  the  autora  taking  the  part 
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of  Liscna  in  the  cast  of  Lope's  Amor  con  Vista  (  (626),  for  it  w« 
represented  by  the  company  of  Antonio  de  Prado.  Sbe  ws  tk 
second  wife  of  Antonio  dc  Prado,  and.  was  still  acting  in  hisCQI^ 
pauiy  in  1650.  They  were  living  in  the  Calle  dc  las  HuotK 
Madrid,  at  the  time  of  Prado's  death  on  April  14,  165 1.  In  164^ 
she  had  received  a  gratuity  for  acting  in  the  Corpus  festival  it 
Madrid,  and  in  the  following  year  she  was  in  the  company  of  bff 
husband.  (Perez  Pastor,  Calderon  Doc,  I,  p.  169,)  She  was  ^1 
acting  in  1658,  when  she  belonged  to  the  company  of  her  son  }<m 
Garcia  dc  Prado  in  Seville.  She  also  had  a  son  Diego,  and  M 
in  Madrid  in  1673. 

Morales  (Maximiliano  or  MAXtMiLiAi^o  Eustorqi'io  m) 
actor  in  the  company  of  Antonio  dc  Prado  in  1632,  and  pkjtii 
second  parts  in  the  company  of  Juan  Bautista  Espinola  in  fA. 
1633-34-  He  seems  to  have  been  In  Prado's  company  in  1614- 
l636{  ?).  (Roscll,  1,  p.  97,)  In  Sept.,  1637,  he  was  in  the  cob- 
pany  of  Bartolome  Romero,  and  in  165 1  in  that  of  Carlos  de  Tifit- 
(M,  y  M.,  p.  567.)  He  was  a  nephew  of  Juan  de  Monb 
Medrano,  and  was  called  el  del  escopttazo.  He  died  in  thehofini 
at  Murcia  in  1658.  v.  Gallardo,  Enmyo.  Vol.  I,  p.  671,  »« 
Cotarelo,  Tino,  p.  2t6,  where  the  name  is  given  as  if  thert  m? 
two  actors  Max,  and  Eustorquio. 

Morales  (Pedro  de),  actor  and  autor  de  comedias.  was*** 
ncss,  in  April,  1 599,  to  a  contract  made  by  Luis  de  Vergiia.  Ch 
Dec.  37,  1602,  he  witnessed  the  marriage  contract  of  Jimi  k 
Morales  Medrano  and  Jusepa  Vaca.  Lope  dc  Vega,  in  his  Ptrtf>^ 
(1604),  calls  him  "cierto,  adornado  y  afectuoso  repfaeot*«* 
He  first  produced  Lope's  comedia  Lm  Amantet  sin  dmarhcitP 
1604,  and  is  mentioned  by  Rojas,  Viage,  p,  131,  amcmg  the  act* 
who  had  wTittcn  farsas.  has,  etc.  Whether  he  is  the  MwJ* 
author  of  the  play  £/  Conde  loco,  is  uncertain.  See  Banera,  Ctif 
logs,  pp.  274,  275-  517.  col-  J'  a"<^  527-  in  his  Viage  iti  fm^'* 
Cervantes  says: 

The  next,  who  is  the  Muses'  chief  delight. 

Their  grace,  their  charm,  their  wisdom,  all  in  one. 
Who  bears  the  palm  for  goodly  wit  at  si^u, 

Is  Pedro  db  Morales,  true-born  son 
Of  courtly  taste,  the  sure  retreat  alwiys 
My  poor  luck  finds  chat  else  mighc  be  undone. 
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"The  man  to  whom  Cervantes  consecrates  this  short  eulogmm,  one 
of  the  most  deh'catc  and  touching  in  the  poem,  was  a  famous  come- 
dian and  a  writer  of  comedies.  He  seems  to  have  befriended  Cer- 
vantes in  the  deepest  hour  of  his  need,  and  Cervantes  was  not  the 
man  to  forget  either  a  friend  or  a  kindness.  He  represents  him 
further  on  as  being  one  of  the  few  who  welcomed  him  on  his  return 
from  Parnassus: 

My  heart  and  hand  I  gave  and  warm  embrace 
To  Pedro  de  Morales.  .  .  ." 


Torales  was  still  alive  in  1636  to  throw  a  little  flower  on  Lope's 
grave,  in  the  shape  of  a  touching  sonnet  contributed  to  Montalvan's 
"Fama  Postuma  de  Lope  de  Vega."  See  Cervantes,  Jaurney  to 
Parnasius,  translated  by  James  Y.  Gibson,  London,  1883,  p.  349, 
an  excellent  work  in  every  way,  which  deserves  to  be  better  known. 

Morales  (Sebastiak  de),  actor  in  the  company  of  Caspar  dc 
Porres  in  1604-05,  from  Shrovetide  to  Shrovetide,  and  in  the 
company  of  Diego  Lopez  de  Alcaraz  in  April,  1607. 

Morales  (Segundo  de)  and  his  wife  Leocadia  de  Torres  were 
oimiibers  of  the  company  of  Diego  Vallejo  in  Seville  at  Corpus 
in  16 19.    In  1630  he  is  called  "alquilador  de  libreas  y  apariencias." 

I    {Bull.  Hup.  (1908),  p.  256.)     He  was  an  autor  de  camtdias  in 
1637  and  1638, 
Morales  Medrano  (Juan  de),  one  of  the  most  famous  of 
Spanish  theatrical  managers,  was  an  actor  at  least  as  early  as 
1595.     He  married  the  no  less  celebrated  actress  Jusepa  Vaca  de 
Mendi  on  Dec,  27,  1602,  and  was  one  of  the  eight  autorei  author- 
IsEcd  by  the  decree  of  1603,  and  one  of  the  twelve  permitted  by  the 
decree  of  1615.    Some  time  prior  to  Sept.  13,  1603,  Morales  had 
agreed  to  act  in  the  company  of  Antonio  Granados  for  one  year, 
but  broke  the  contract,  for  which  Granados  had  him  put  in  prison, 
Irut  released  him  on  the  payment  of  450  reals  and  Morales^s  agree- 
Moent  to  act  with  Granados   for  one   month.      (B.  H.    (1907), 
V>  1^7-)     ^"  Aug.,  1603,  Morales  represented  two  comedias  pri- 
b'Vatcly  before  the  Queen  at  Valladolid,  receiving  600  reals.     (Ibid., 
P^.   368.)     In   1604  his  company  represented  the  autos  in  Seville, 
•^nd    also  appeared   in  Madrid,  producing  Mcscua's  comedia  Ln 
^iueda  de  ia  Fortuna.    v.  Life  of  Lope  de  Fe^a,  p.  153,     In  1606 
i*e    represented    the   comedia   El    Catallero    de    Olmedo    {ibid.. 
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p.  165,  n.),  and  also  inaugurated  the  Casa  de  Camedias  at  ZmNn. 
(There  was,  however,  a  theater  in  Zamora  some  years  befeit  thi. 
See  S.-A.,  p.  109,  n.)  In  June,  1608,  he  represented  the  oooMda 
San  Luis  Bertran  in  Valencia,  receiving  2500  reals.  iCm(.Jth 
Acad,  de  los  Nocturnos,  ed.  Grajales,  Pt.  11,  Valencia,  1905,  p-aoL) 
He  was  also  in  Valencia  in  1650  (Jan.  and  Feb.)-  In  l609  btnt 
resented  aulas  in  Toledo.  He  again  represented  the  autot  in  SeWBf 
in  1610,  1615,  1616,  and  161S,  receiving  each  time  700  duati.  b 
1606,  j6o8.  1612,  and  1614  his  company  represented  auttt  M 
Madrid.  His  daughter  Mariana  dc  Morales  became  the  vik  d 
Antonio  de  Prado;  father,  mother,  and  dau^ter  yrett  toiag* 
the  company  of  Manuel  Vallejo  in  J 62a.  (N.  D.,  p.  297.)  b 
May  and  June,  1623.  his  company  represented  six  comediv  ^ 
vately  before  the  King,  and  the  autot  in  Madrid  in  1623,  ifoi 
and  1625.  In  1623  he  produced  Lope's  Et  Poder  en  el  Damit- 
In  1625  he  petitioned  to  have  a  house  that  he  was  building  int^ 
Calle  del  Principe  exempt  from  taxation  because  he  had  UPti 
the  Queen  for  twenty-two  years  and  because  he  had  ei^t  duUrtf- 
{Bult.  HUp.  (1908),  p.  251).  Between  this  date  and  l6j5  l» 
company  often  performed  before  Philip  IV.  v.  Averiffuiv 
pp.  8  ft  seq.  He  was  one  of  the  few  Spanish  theatrical  noftips 
whom  fortune  favored,  and  in  1614  owned  houses  in  the  Ollt'^ 
Principe,  and  in  1627-29  in  the  Calle  del  Lobo,  the  CiUr  dd 
Prado,  corner  of  the  Calle  del  Leon,  and  others  in  the  CaU*  ^ 
Nino.  He  w^as  a  hidalgo,  and  when  sued  for  debt  in  1614.  '* 
Madrid,  he  claimed  the  privileges  of  hidalguia  by  virtue  of  ieCRfl 
patent  granted  in  Valladolid  on  Sept.  I,  1627.  {N.  D.,  p.  tyi-\ 
The  date  of  his  death  is  not  known.  For  hts  company  in  t6:f 
see  ibid.,  p.  207. 

Moreno  (Baltasar)  and  his  wife  Catalina  Moreno  •(■ 
members  of  Avendai^o's  company  in  1632 ;  both  name  occor  ia  <^ 
cast  of  Tirso's  Cehs  con  Celot  se  curan;  the  MS.  bears  a  fr**» 
dated  1625. 

Moreno  (Juan),  actor  in  the  company  of  Antonio  Gmn^ 
in  Dec.,  161 3.  The  name  Moreno  occurs  in  the  cast  of  Ttn»« 
Cehs  eon  Celos  se  curan  (  1625). 

MoROTE  (D"  Maria),  wife  of  Juan  Bautista  de  Haedo,  ibr 
played  first  parts  in  the  Corpus  festival  at  the  villa  del  Etoenl 


in  1636. 
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MosQUBRA  (Antonio)  played  terceras  partes  in  the  company  of 
Agustin  Manuel  and  Felix  Pascual  in  1671. 

MosQUBRA  (Manuel  db),  native  of  Vailadolid  and  originally 
a  painter  by  profession,  then  actor  in  the  company  of  Manuel 
Vallejo  in  1670;  he  also  played  third  galanes  in  1672,  and  barbas 
in  1673,  1674,  1676,  1679,  and  1 681  in  the  same  company;  in 
1671  he  was  with  Felix  Pasctial;  in  1677  and  1678  he  was  with 
Escamilla.  He  married  Antonia  del  Pozo  and  afterward  (in 
1676?)  Maria  de  Cisneros. 

MoYA  (Ana  de)  appeared  as  DoSa  Juana  in  Lope's  La  Conpe- 
tencia  en  lot  Nobles  in  1 628  ( ?) . 

MoYA  (Bartolome  de),  actor  in  the  company  of  Diego  Lopez 
de  Alcaraz  in  1603-04. 

MoYA  (Melchor  de)  and  his  wife  Ana  Maria  de  la  Canal 
were  in  the  company  of  Nicolas  de  los  Rios  in  1605  in  Vailadolid 
and  in  1609  in  Seville. 

Mozo  (Roque)  of  Zaragoza,  actor  in  the  company  of  Juan 
Acado  in  Seville  in  1619. 

MuDARRA  (Francisco  de)  belonged  to  the  company  of  Nicolas 
de  los  Rios  in  Seville  in  1609.  He  had  a  company  in  161 7  and 
1619,  in  the  former  year  with  Francisco  Ortiz.  In  this  year,  in 
Sept.,  he  represented  at  Vallecas.  He  is  the  author  of  a  comedia, 
Nadie  diga  mal  del  dia  hasta  que  la  lux  se  acabe,  dated  1617. 
V.  Paz  y  Melia,  Catalogo,  No.  2275. 

Mudarra,  v.  Castillo  (Pedro  Manuel  de). 

MuNiLLA  (Diego),  member  of  the  company  of  Feman  Sanchez 
de  Vargas  for  one  year  from  March  lO,  1634. 

MuNiz  (Jeronima)  played  fourth  parts  and  the  harp;  she  was 
the  wife  of  Juan  Antonio  de  Monroy,  and  both  were  in  the  com- 
pany of  Jose  Garceran  in  Seville  in  1657. 

MuNiz  (Juan  Bautista)  and  his  wife  Euxenia  Osorio  were 
in  the  company  of  Baltasar  Pinedo  in  Feb.,  1613,  and  in  the  com- 
pany of  Tomas  Fernandez  in  April,  1619,  when  they  paid  2400 
reals  for  a  costume.  Both  were  in  the  company  of  Alonso  de 
Olmedo  in  162 1.     {Bull.  Hup.  (1908),  p.  244.) 

MuNOZ  (Ana),  celebrated  actress,  and  wife  of  Antonio  de 
Villegas  in  June,  1593.  v.  Rojas,  Viage,  p.  51.  She  is  mentioned 
by  Suarez  de  Figueroa  in  his  Plaza  Universal.  Her  name  occurs  in 
the  cast  of  Lope's  Quien  mas  no  puede  (1616).     v.  Luis  Fer- 
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nandez-Gueira,  Z>.  Juan  Rum  ie  Jlarton.  p.  186-  She  had  a  so 
(Rojas,  Viage,  p.  48),  Juan  Bautista  de  ViUegas,  q.  v.,  batds 
Francisco,  the  dramatist,  and  two  daughters,  Ma  Ha  and  Ana.  Hff 
husband  died  on  May  29,  1615,  after  which  she  managed  his  am- 
pany  for  sonic  time.  (Bull.  Hisp.  (1907),  p.  378.)  Whrthertkr 
Ana  Munoz  whom  we  find  as  the  wife  of  Pedro  Cebrian  on  Sept.  4- 
1616,  was  the  widow  or  the  daughter  of  Villegas,  I  do  not  lno". 

MuNoz  (Antonio),  actor  in  the  company  of  Juan  Romnii 
1639—40,  and  in  Fehx  Pascual's  company  in  Seville  in  1665. 

MuNoz  (Francieca),  wife  of  Francisco  Elgucro  in  Feb.,  i6j6k 
when  they  appeared  at  the  Corpus  festival  at  Tnixe^iue.  In  JaJf, 
1637,  they  represented  comedias  in  the  village  of  Hita, 

MuNoz  (FRANcrsco),  actor  in  1589.  In  June,  16OJ,  ai 
March,  1604,  he  and  his  wife  Marina  de  Aguilar  were  in  *  )sii 
company,  and  in  1607  both  were  members  of  Alonso  Riqudiui 
company  in  Seville.  In  March,  1614,  he  was  in  Alonso  dc  Hw 
dia's  company. 

MuNoz  (Isabel),  actress  in  the  company  of  Heman  Sanda 
de  Vargas  in  Valladolid  in  1619.     (M,  y  M.,  p,  566.) 

MuNOZ  (Jeronimo),  prompter  in  the  company  of  ToamDt^ 
in  Seville  in  1643. 

MuNOZ  (Juan),  actor  tn  the  company  of  Antonio  GraaiJVi* 
Dec.,  1613. 

MuNOZ  (Miguel)  and  his  wife  Angela  de  Toledo  wcrem* 
company  of  Juan  Bautista  Valenciano  in  March,  162J.  {Bi^ 
Hisp.  (1908),  p.  248,) 

MuNOZ  (Pedro),  member  of  the  company  of  CristoU  ^ 
Avendano  in  March,  1623. 

MuNOZ  (Sebastiana),  wife  of  Francisco  Rodriguez;  both  W 
in  Juan  Roman's  company  from  Shrovetide,  1639,  to  1640. 

Mui5oz  DE  LA  Plaza  (Antonio),  actor  in  the  compaBf  f' 
Alonso  dc  ViUalba  for  one  year  from  Feb,  24,  1614. 

MuRiLLO,    famous  actor,  mentioned   by   Stianz  de 
Plaza  Universal  (161 5),  as  being  then  deceased. 

Muzio,  Italian  actor  in  Spain  in  1538. 

Najera  (Tomas  de),  actor  and  musieo  in  the  COnpHV  ' 
Tomas  Fernandez  in  1636-39.  v.  Rosell,  Vol.  I.  pp.  55,  jS'- 
His  name  occurs  in  the  cast  of  Calderon's  TroydaintM^'Ci^*' 
He  died  in  Barcelona.    See  also  under  Naxera. 
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TarbaeS,  actor  in  1623,  appearing  in  Lope's  La  nutva  Victoria 
It  D.  Gontato  de  Cordoba. 

Narbaes  (Francisca),  actress  In  the  company  of  Antonio  de 
Rueda  in  Seville  in  1644. 

Navala  (Maria),  dancer  in  the  company  of  Juan  de  Morales 
Medrano  at  the  Corpus  festival  in  Seville  in  161 5,  when  she  re- 
ceived a  gratuity  of  10  ducats  for  excellence  in  the  bailes* 

Navarrete  (Alonso  Diaz)  and  his  wife  Antonia  de  Victoria 
'U'cre  in  the  company  of  Avendano  in  163;^. 

Navarrete  (Antonio  di),  actof  in  the  company  of  Alonso 
dc  Heredia  in  March,  1614,  A  "Nauarete"  appeared  m  Tirso's 
La  Ten  era  de  la  Sancta  J  nana  (licensed  in  j  616)  ;  a  "Nabarrete" 
■  in  Lope's  La  Conpetencta  en  las  Nobles  ( 1628)  ;  "Nabarete"  in  the 
cast  of  Padenda  en  la  fortuna,  of  which  there  is  an  Osuna  MS. 
dated  1615  (v.  Restori,  Studj,  p.  143),  and  in  Coma  ha  de  uiarse 
del  bien  {ibid,,  p.  129),  and  in  La  Guarda  cuidadosa  by  Miguel 
Sanchez,  printed  in  161 5. 

Navarrete  (Bartolome  de),  member  of  the  company  of  Cris- 
tobal Ortiz  de  Villazan  for  one  year  from  Feb.  17,  1619.  In  the 
list  of  this  company  he  is  called  a  musico,  and  was  from  Granada. 

Navarrete  (Blas  de),  actor  in  the  company  of  Juan  Perez  de 
Tapis  in  Seville  in  1662 ;  he  and  his  wife  Feliciana  de  Ayuso 
were  in  the  company  of  Francisco  Gutierrez  at  Seville  in  1668. 
In  1671  and  1673  he  was  in  the  company  of  Ant.  dc  Escamilla; 
in  1673  with  Felix  Pascual,  and  in  1674,  1675,  and  1676  with 
^fanuel  Vallejo.  He  is  probably  the  Fernando  Ignacio  Bias  de 
Navarrete  who  was  in  Antonio  de  Castro's  company  in  1656. 

Navarrete  (Juan  Antonio),  musico  in  the  company  of 
Manuel  Vallejo  in  1673.  His  wife  Paula  was  in  the  same  com- 
pany. 

Navarrico  of  Toledo,  actor.  Rojas,  Viage,  p.  36a,  mentions 
him  among  the  best  actors  of  his  day, 

Navarro  (Diego),  actor  in  the  company  of  Abagaro  Francisco 
VaJdes  in  1583-84.     {B.  Hisp.  (1906),  p.  153.) 

Navarro  (Jose),  musician  in  the  company  of  Pablo  de  Morales 
in  Seville  in  1678. 

Navarro  (Juanico),  member  of  the  company  of  Joac  Ant, 
Garcia  in  1679. 

Navarro  (Pedro),  antiguo  autor,  mentioned  by  Rojas,  Viage 
gHtrttemda.  p.  361,  and  also  by  Cervantes  in  the  Prologue  10  his 
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Comeduu;  Lope  it  Vega  also  calls  him  a  famous  actor  (Comriia. 
Part  XVI,  1622,  Prologue).  He  is  doubtless  the  "Untco  Porti| 
Representante  Navarro,"  author  of  the  Comedia  muy  fjcemfisrii 
ia  MarqUfia  de  Saluzia,  Uamada  Griseldat  published  in  1603.  Se 
the  reprint  by  C.  B.  Bourland,  Revue  Hhpanique.  1905.  Roj» 
Viage,  p.  132,  says:  Nauarro  of  Toledo  "fue  d  primoro  q« 
inuento  tcatros." 

Navarro  OLtviR  (Juan),  actor,  and  his  second  wife  Jenjoim 
de  Olmedo  were  in  the  company  of  Avendano  in  1 63.2.  He  w» 
in  tht  company  of  Antonio  de  Rueda  in  1644  (see  the  list  of  ^ 
company  in  S.-A,,  p.  371 ,  where  he  is  called  simply  Juan  Nmml. 
and  was  still  living  in  1678.  He  and  his  wife  w^ere  utidi  J« 
Carrillo  in  Valencia  in  1662,  and  with  Manuel  Vallcjo  in  167*1 
and  he  was  with  Escamilla  as  barba  in  1675—78,  This  was  pnAt 
bly  the  Juan  Navarro  who  had  a  company  of  Spanish  plafcn  a 
London  in  Dec.,  1635,  when  he  received  £10  "for  htmsdf  iirftk 
rest  of  the  company  for  a  play  presented  before  his  MajesSj. 
Dec.  23."  (Malone,  Historical  Account  of  the  Enftitk  Sif, 
Basil,  iSoo,  p.  131,  n.) 

Navas  (Juan  de),  actor  in  the  company  of  Esteban  Nnfctii 
Seville  in  1654. 

Naxera  (Andres  de),  autor  dt  comedias  in  1593.  wfca  it 
mana^d  a  company  jointly  with  Gabriel  Nunez,  In  1606  k 
had  charge  of  the  dances  at  Corpus  in  Madrid,  and  in  16090^1 
danza  de  eascabfl  entitled  "The  dance  of  Don  Gayfefot 
rescue  of  Mclisendra."  In  161 1  with  Gabriel  de  U  Tom  k 
brought  out  at  Corpus  the  dance  £/  Rey  don  dtonsQ.  He  itp» 
sented  other  dance  in  1615-18. 

Necti  (Josefa),  wife  of  Francisco  Alvarez  de  Victoria  in  i^J*' 
both  were  in  the  company  of  Tomas  Fernandez  before  1639. 

Nbgrilla  (La),  actress  playing  seccmd  parts  in  the  cooifwif  •^ 
Ana  de  Esptnosa  in  Madrid  at  Corpus,  1641.  v.  Scfaack,  H*^ 
trSfie,  p.  73. 

Nei-ra  (Ji;ak  de)  brought  out  one  of  the  dances  at  Corp«* 
Madrid  in  1628. 

Nicou^s  (CaTaLIka  de),  first  wife  of  the  autor  de  r^mt^ 
Pedro  de  la  Rosa  in  Feb.,  1636.    v.  Rosa  (Catauna  OE  la.) 

NrsTO  (Josbpa).  wife  of  Antonio  de  Mats;  both  wnt  • 
Jacinto  Riquelme's  company  in  Seville  in  165a.     In  1677  iod  f^ 
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sbe  was  in  the  company  of  EscamiLIa,  and  in  1679-81  in  the  com- 
pany  of  Manuel  Vallejo. 

NiETo  (Juan),  member  of  a  joint  company  in  Madrid  in 
March,  1604. 

NiEVA  (Juan  de),  auior  in  charge  of  one  of  the  autoi  at 
Seville  in  1628;  his  company  was  to  represent  in  La  Mantertat 
Seville,  in  1633,  but  the  perfonnances  did  not  take  place.  (S.-A., 
p.  284.)     He  was  a  brother-in-law  of  Damian  Arias. 

Nobles  of  Toledo,  well-known  actor  in  1602,  mentioned  by 
Rojas,  Viaffe  eniretenuio,  p.  363. 

NocuERA  (Antonio  DE)t  actor  in  the  company  of  Andres  de 
la  Vega  for  one  year  from  March,  1639. 

NoLASCO  (Pedro),  actor  in  the  company  of  Jose  Garcia  de 
Pradoin  1658. 

NuvEZ  ( Alonso)  ,  musician  and  dancer  in  the  company  of  Juan 
Acacio  in  Seville  in  1619. 

Nunez  (Esteban),  el  Polh.  actor  m  the  company  of  Lopez  de 
Salazar,  Mahoma,  in  1633,  and  in  that  of  Juan  Acacio  in  Seville 
in  1644.  His  first  wife  was  Josefa  de  Salazar  (1644),  who  was  in 
the  same  company,  and  both  were  in  the  company  of  Lorenzo 
Hurtado  in  Seville  in  1645.  In  1648  and  1654  he  had  his  own 
■  company  in  Seville,  Cadiz,  and  other  cities,  his  wife  Josefa  Salazar 
I  being  a  member  of  his  company.  His  second  w^ifc  is  said  to  have 
been  Juliana  Candau,  widow  of  Pedro  Diaz(?).  Juliana  was  the 
wrifc  of  Pedro  de  Urquiza  in  1644,  when  both  were  in  the  company 
of  Antonio  de  Rueda  in  Seville. 

Nunez  (Francisco),  member  of  the  company  of  Diego  de 
Santander  in  1594,  and  in  Domingo  Balbin's  company  in  161 3. 
In  Feb.,  1619,  he  was  in  Pedro  Ccbrian's  company. 

Nunez  (Gabriel),  aalor  de  comediai  in  Madrid  in  1593  and 
1605.  In  Aug.,  1593,  he  performed  the  comedias  Los  Comend(S- 
dores  (Lope  de  Vega)  and  Los  Enredoi  de  Benetillo  (by  Lope?), 
"con  I06  dichos  cntremcses  in  cada  de  las  dichas  comedias  con  su 

Imusica  de  biola  y  guitarras,"  at  Nava  del  Carnero.  (N.  D., 
p.  36.)  He  represented  at  Corpus  in  fiarajas  in  1603. 
Nunez  (Juan),  dancer,  of  Madrid,  was  in  the  company  of 
Cristobal  Ortiz  de  VlUazan  in  Seville  in  i6i9(?).  In  1626  he 
was  in  the  company  of  Jose  de  Salazar  in  Seville,  and  in  1632 
in  Antonio  dc  Prado's  company,    In  1637  he  was  with  Luis  Lopez 
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in  Seville,  when  he  received  a  gratuity  of  3750  mrs.  for  the  hini" 
some  costume  he  wore.  In  1645  he  was  with  BarColome  Rooifl* 
in  Valladolid.    (M.  y  M.,  p.  567.) 

Nunez  de  Li;na  (Dieoo),  musician  in  the  employ  of  D.  G^^ 
cia  de  Mendoza,  Viceroy  of  Peru,  in  Lima,  in  1 588. 

Nunez  de  Prado  (Juak),  actor  in  the  company  of  Cristobil 
de  Lpcon  in  Aug.,  1620,  and  with  Pedro  de  la  Roisa  in  l6j9  « 
Seville.    Perhaps  the  same  as  Juan  Nunez,  above. 


O  (Maria  D£  la),  widow  of  the  autor  dc  comedias  Lttff  ^ 
Vergara  in  1617,    (Perez  Pastor,  Biblioffrafia  Aladrilena.  VoL  U. 

P-  437-) 

O  (Maria  de  I-a),  wife  of  Antonio  de  Andradc,  rl  G*iit9^.^ 
1 63 1,  when  she,  her  husband,  and  her  daughter  Lutsa  de  Andmk 
were  members  of  the  company  of  Manuel  Vallejo.  In  Feb.,  l6j> 
Maria  de  la  O  and  her  husband  Juan  de  Sainaniego  cngsgBd  V 
act  for  one  year  in  the  company  of  Juan  Bautista  EspinoU.  M^' 
Corpus  of  1637  they  took  part  in  the  reprreentation  of  an  •• 
and  two  comedias  in  the  villa  de  Zedillo. 

O  (Maria  de  la),  actress  in  the  company  of  Jose  CanJlbii 
1663,  (Perez  Pastor,  CaUeron  Docnmentos.  p,  296.)  TheitW 
a  Maria  de  la  O  de  la  Berruga,  an  actress  of  a  later  date,  who  ■« 
the  daughter  of  Toribio  dc  Bustamante  and  the  wife  of  Jum  * 
Flores  and  mother  of  Alfonso  de  Florcs,  harpist,  of  Madrid. 

OCAMPO  (D*  Maria  de),  widow  of  the  actor  Cristobal  Juii« 
in  Dec,  1616.  The  inventory  of  his  effects  was  filed  on  Dec  ij. 
1616. 

OcANA  (Pedro  de),  of  Murcia,  musician  and  actor  tn  the  ear 
pany  of  Alonso  de  Cisneros  in  Dec.,  1589.  His  wife  was  AcHMB 
de  Vega,  and  both  were  in  the  company  of  Gasper  dc  Pone  ff« 
March  27,  iS93,  for  one  year. 

OcHOA  (Mariana),  v.  Ochoa  (Salvador  de). 

OCHOA  (Pedro  de),  actor  in  the  company  of  Juan  de  L«>* 
from  March,  1 583,  till  Shrovetide,  1584.  He  was  to  receii*  J  (tifc 
at  the  end  of  each  performance,  besides  board,  lodging,  av^ 
ing  expenses,  and  to  have  his  shirts  washed.  (B.  H.  (1906I. 
p.  153.)     He  acted  in  the  company  of  Antonio  dc  Villegis  in  J*R 

1593- 

OCHOA    (Salvador  Oe)    and   his  wife    Mariana   were  m  li* 
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companjr  of  Nicolas  de  los  Rios  in  Seville  in  1609.  In  March, 
161 1,  Ochoa  wns  in  Pincdo's  company,  and  at  Corpus  in  the  same 
year  he  acted  with  the  company  of  Tomas  Fernandez  in  Madrid, 
while  in  Feb.,  1613,  we  find  Salvador  de  Ochoa  and  his  wife 
Jeronima  Rodriguez  in  Baltasar  Pinedo's  company. 

Ochoa  (Salvadora),  wife  of  Juan  de  Exea;  both  were  in  the 
company  of  Baltasar  Pinedo  in  1613. 

Ochoa  de  Arroyo  (Domixgo),  actor  in  the  company  of  Anto- 
nio de  Prado  in  Seville  in  1639.  (S.-A.,  p.  325.)  He  appears 
under  the  name  Arroyo  in  the  Entremesei  of  Benavente,  also  in 
Prado's  company,  as  vejete  about  l633-35(?).  v.  Rosell,  Vol.  I, 
pp.  97,  174,322,351. 

OjEDA  (Felipa  Maria  db),  actress  in  the  company  of  Luis 
Lopez  in  Seville  in  1650. 

OjEDA  (Maria  Valba)  played  second  parts  in  the  company  of 
Pedro  de  Ortegon  in  1635. 

OuvA  (pRANcrsco),  minisiril  in  the  company  of  Alonso  de 
Morales  and  others  in  April,  1592. 

Olivares  (Antonio  de),  actor  in  the  company  of  Alonso 
Riquelme(  ?)  for  one  year  from  March,  1602. 

OuvARES  (Lorenzo  de),  nephew  of  the  preceding,  and  actor 
in  Riquelme's  company  in  1602-03. 

Olivares  (Mariana  de)  ,  wife  of  the  celebrated  auiur  dt  eume' 
Jms  Roque  de  Figucroa;  both  were  in  the  company  of  Domingo 
BaHbin  from  Sept.  t,  1623,  till  Shrovetide,  1624.  She  acted  in  her 
husband's  company  in  1631-32.  (Cotarelo,  Tirso,  p.  206.)  She 
had  two  children:  Miguel  de  Figueroa,  who  died  in  Milan  as  a 
captain  of  cavalry,  and  Gabriela  de  Figucroa  (q.  v.),  who  married 
the  actor  Jose  Garceran. 

Olmedo  y  Tofino  (Alonso  de),  famous  actor  and  aut&r  de 
mmediai,  was  the  son  of  the  Mayordorao  of  the  Count  of  Oro- 
ptsAf  and  was  born  in  Talavera  de  la  Rcina,  where  he  served 
the  Count  as  a  page.  He  is  said  to  have  fallen  in  love  with  an 
actress,  Lui^a  de  Robles,  a  member  of  a  traveling  company  which 
visited  his  native  town.  Luisa  v/as  then  the  wife  of  Juan  Laba' 
dia,  an  actor;  some  time  thereafter  she  received  the  news  that  her 
husband  had  been  drowned,  whereupon  she  is  said  to  have  married 
Olmedo.  Some  three  years  after  this,  being  then  in  Granada 
«rith  his  company,  Olmedo  was  surprised  one  day  by  the  sudden 
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reappearance  of  Luisa's  former  spouse.  We  are  told  that  Olmedo 
accepted  the  situation  with  admirable  resignation;  that  he  imme- 
diately shared  his  possessions  with  Luisa  and  bade  her  farewell. 
See  the  story,  told  with  some  detail  by  Sanchez-Arjona,  p.  223. 
While  this  story  of  Luisa  de  Robles  in  its  main  incidents  may 
be  true,  she  was  certainly  not  the  siren  who  first  lured  Olmedo 
upon  the  stage.  In  a  petition  to  the  town  council  of  Seville  {ihid., 
p.  224),  dated  1640,  Olmedo  says  that  he  had  served  the  King 
at  the  Corpus  festivals  for  forty  years,  and  that  he  had  been 
manager  of  a  company  for  twenty-four  years.  This  would  place 
the  beginning  of  his  theatrical  career  in  the  year  1600,  and  his 
beginning  as  an  autor  in  161 6.  What  we  know  of  Luisa  de  Robles 
is  briefly  this:  in  June,  161 8,  she  is  described  as  the  widow  of 
Juan  Labadia  {N.  D.,  p.  167);  at  Corpus  in  1621  she  was  in 
Olmedo's  company  in  Madrid;  in  Sept.,  1623,  she  is  designated 
a  single  woman  over  twenty-five  years  old,  and  belonged  to  Manuel 
Vallejo's  company  {ibid.,  p.  201)  ;  in  1624  she  was  in  Antonio  de 
Prado's  company  in  Madrid,  and  in  1627  she  and  her  husband 
Juan  de  Labadia  were  in  'Manuel  Simon's  company  in  Seville.  If 
the  Enoch  Arden  episode  ever  took  place,  it  must  have  occurred 
about  1618  (or  rather  before  that  date,  as  we  shall  see) ;  but  at 
that  time  Olmedo  had  been  upon  the  stage  for  many  years.  His 
career  was  a  long  one.  His  name  occurs  in  the  cast  of  Lope's  Lot 
Guzmanes  dt  Toral,  written  before  1604.  v.  Restori's  edition,  p.  ix, 
n.  2,  where  Obredo  ^  Olmedo.  In  1610  he  acted  in  Riquelme's 
company  and  appeared  in  Lope's  La  buena  Guarda.  On  July  11, 
1 613,  he  agreed  to  act  in  the  company  of  Ana  Muiioz,  widow  of 
Antonio  de  Villegas,  until  Shrovetide,  161 5,  receiving  18  reals 
daily,  besides  6  reals  for  maintenance  and  30  ducats  for  Corpus. 
(5.  H.  (1907),  p.  378.)  His  company  in  1621  comprised:  Cris- 
tobal Ortiz  and  Ana  Maria,  his  wife;  Juan  Muniz  and  Eugenia, 
his  wife ;  Cristobal  de  Morales  and  daughter ;  Pedro  de  Ribera  and 
Catalina  de  Monsalve,  his  wife;  Francisco  de  Arteaga  and  his 
daughter  Maria  Alvarez;  Juan  de  Benavides,  Pedro  Aguado, 
Francisco  Vicente,  Pedro  de  E^pana,  Lorenzo  Salvador;  Jeronimo 
de  Heredia  and  Catalina  de  Osorio,  his  wife;  Luisa  de  Robles  and 
Alonso  de  Olmedo.  {Bull.  Hisp.  (1908),  p.  244.)  On  Nov.  21 
of  this  year  he  agreed  to  take  his  company  to  Seville  and  represent 
every  day  except  Saturday,  till  Shrovetide  of  1622  {Utid.,  p.  245), 
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producing  two  new  comedias  each  week,  and  also  half  the  Corpus 
festival,  and  to  have  the  exclusive  right  of  representing  during  this 
time.  His  company  represented  autos  at  Madrid  in  1620  and  in 
Seville  in  1622,  1623,  1630,  1635,  and  1636.  In  1631  he  entered 
the  Cof radio  de  la  Novena.  In  Jan.,  1632,  he  represented  before  the 
King  the  comedia  Si  el  caballo  vos  han  muerto,  and  in  1636 
represented  six  comedias  before  Philip  IV.  Olmedo  married  be- 
fore 1618  Jeronima  de  Ornero,  dau^ter  of  the  Mayordomo  of 
the  Count  of  Sastago;  she  acted  in  his  company,  together  with  her 
daughter  Maria  de  Olmedo,  in  1635,  Olmedo  playing  old  men's 
parts  in  his  own  company.  For  a  list  of  this  company,  v.  S.-A., 
p.  297.  He  had  six  children,  several  of  whom  were  members  of 
his  company  at  di£Eerent  times.  In  1638,  on  Shrove  Tuesday,  his 
company  took  part  in  the  fiesta  in  the  Buen  Retiro,  but  in  1640 
we  again  find  him  acting  in  the  company  of  another,  Manuel 
Vallejo.  (S.-A,  p.  339.)  He  retired  from  the  stage  before  1646. 
Alonso  de  Olmedo  was  a  hidalgo,  and  by  a  special  decree  of 
Philip  IV.,  dated  May  20,  1647,  all  the  privileges  of  his  rank 
were  preserved  to  him,  "although  he  had  been  an  autor  de  come- 
dias."   He  died  in  Madrid  in  1651. 

Olmedo  (Aloxso  de),  el  Moxo,  son  of  the  preceding,  was  a 
Bachiller  en  canones  in  the  University  of  Salamanca,  but  aban- 
doned his  studies  for  the  stage.  In  Gallardo,  Ensayo,  Vol.  I, 
p.  674,  we  read  that  he  was  admitted  into  the  Cofradia  in  1631, 
"being  then  in  the  company  of  his  father."  This  does  not  neces- 
sarily imply  that  be  was  then  old  enough  to  appear  upon  the  stage. 
The  first  notice  that  we  have  of  him  as  an  actor  is  in  1640,  when 
he  belonged  to  the  company  of  Manuel  Vallejo.  Sanchez-Arjona 
says  that  he  acted  and  danced  in  his  father's  company  in  the  pre- 
ceding year  in  Seville  (p.  223).  He  was  famous  in  the  role  of 
galan,  acting  for  years  in  rivalry  with  Sebastian  de  Prado.  In 
1659  he  was  first  galan  in  the  company  of  Diego  Osorio;  in  1660 
he  was  with  Pedro  de  la  Rosa  and  appeared  in  Montero's  play 
Amar  sin  favorecer;  in  i66l  with  Ant.  de  E^scamilla;  1662  with 
Simon  Aguado  and  Juan  de  la  Calle;  1663,  1664,  1665,  1670, 
1671,  1672,  1675,  1676,  1677,  and  1678  with  Escamilla;  1673, 
1674,  1679,  1680,  and  1 68 1  with  Manuel  Vallejo,  and  died  in 
1682,  in  Alicante,  while  a  member  of  E^scamilla's  company.  His 
wife  was  Maria  Antonia  de  Leon  of  Velez-Malaga,  who,  it  is  said, 
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was  kidnapped  a  few  days  after  her  marriage  by  hirelings  of  :ht 
tenth  Admiral  of  Castile,  D.  Juan  Caspar  Enriquez  At  Cabnn. 
and  her  husband  never  saw  her  again.     Olirtedo  w^as.  a  ftdaa  bod 
on  and  off  the  stage ;  he  had  a  son  named  Caspar  dc  Olnwfo  by 
the  actress  Maria  de  Anaya^  before  the  latter  married  Jose  Antoii)  I 
dc  Prado.    The  parents  of  Maria  de  Anaya,  to  break  ofi  her  nif  | 
tjons  with  Olmedo,  had  sent  her  to  Paris  with  Sebastian  dt  ?adl!i 
company  in  1660,  where  her  son  Caspar  was  born.     He  alwj 
son  by  the  celebrated  Manuela  de  Escamilla,   named 
Olmedo,  who  also  followed  the  stage  and  acted  graciosn  put>irti| 
much  applause.     (CotareJo,  Migajas  del  Ingenio,  p.  210.)  Oln*^  1 
was  the  author  of  a  number  of  bailei  and  entrenteifs,  a  list  of  *fci4  1 
is  given  by  Restori,  Pieztu  de  Tuulos  de  Comedias,  p.  iSii  ci. 

Olmedo  (Caspar  de),  actor  in  Manuel  Vallejo's  cotDp«li|)* 
1681.  He  was  the  son  of  AJonso  de  Olmedo,  el  Afo%<t,  and  Mo* 
de  Anaya. 

Olmedo  (Hipolito  de),  actor  (in  1650?)  ;  his  real 
Zorrilla.    He  was  manager  of  a  company  in  1676. 

Olmedo  (Jeronima  dk),  daughter  of  Alonso  de  Olmedo  ai 
Jeronima  dc  Orncro.  She  and  her  husband  Juan  Na\arro  CXi«» 
were  in  Avendano's  company  in  1632.  (Cotarelo,  Tirto.  p.  30}* 
In  1638-59  she  was  in  the  joint  company  of  her  father  and  Lb» 
Bernardo  de  Bovadilla.  In  1640  she  was  in  Vallcjo's  ccnqpaiiri" 
Seville;  in  1659  with  Diego  Osorio;  in  1662  with  Jose  Carrillo;i» 
1666  she  acted  in  Paris,  and  in  1674  with  Manuel  V'allejo.  Stt 
died  in  Madrid  on  Jan,  19,  1703,  more  than  eighty  years  of  i£f- 

Olmedo  (Mar:a  de),  sister  of  the  preceding,  took  fifth  pC 
and  played  the  harp  in  her  father's  company  in  Seville  al  C^or^ 
1635;  In  Feb.,  1638-39.  she  was  in  the  company  of  hef  ori* 
and  Luis  Bernardo  de  Bovadilla.  In  1640  she  was  segnaie  i^* 
in  the  company  of  Manuel  Vallcjo.  She  is  said  to  hare  mwrt^ 
the  autor  Juan  Perez  de  Tapia  (S,-A.,  pp.  J40,  359};  if  thij  ^ 
so  she  must  have  married  him  after  Nov.  15,  1640,  for  at  that  to 
Tapia's  first  wife,  Ana  Maria  Rodriguez,  was  still  living,  (.V.  D^ 
p.  327.)  According  to  Sanchez-Arjona  she  was  the  wife  oi  J* 
Perez  in  1653,  when  both  were  received  into  the  Cofr^dia  dt^ 
Novena  (p.  359),  and  was  understudy  in  the  company  of  £»«*• 
Nunez  in  1657  (p,  340).  She  died  in  Madrid,  in  April,  i^ 
{ibid,,  p.  340),  or  in  Seville!  or  Granada!  {ibid.,  p.  360). 
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Olmedo  (  Maria  db)  ,  wife  of  the  actor  Tome  de  Olmedo ;  both 
-were  in  the  company  of  Esteban  NuAez  in  Valencia  in  1654. 
There  was  a  Maria  de  Olmedo  in  the  company  of  Nuiiez  in 
Valencia  in  1657.    See  the  preceding  article. 

Olmedo  (Tomb  de),  v.  the  preceding. 

Olmedo  (Vicente  de),  actor  and  dancer,  husband  of  Fran- 
cisca  Bezon  (1650?).  In  1659  both  were  in  the  company  of  Di^o 
Osorio;  according  to  Gallardo,  I,  p.  673,  he  was  residing  in  Madrid 
in  17 1 7.    He  was  a  son  of  Alonso  de  Olmedo. 

Olmos  (Dona  Maria  de),  "single  woman,"  actress  in  the 
Corpus  festival  at  the  villa  de  Zedillo  in  April,  1637. 

Onez  (Angela  de),  actress(  ?)  in  1596.    v.  N.  D.,  p.  45. 

Oracio  Cartagines  (Nicolas)  and  his  wife  Beatrix  de 
Espinosa  were  in  the  company  of  Diego  Lopez  de  Alcaraz  in  1603. 

Orbaneja  ( Jeronimo  de)  produced  one  of  the  autos  in  Seville 

in  1559. 

Ordaz  (Antonio  de),  actor  in  the  company  of  Juana  de  Cisne- 
ros  in  SevUle  in  1660.    He  had  a  company  in  Valencia  in  1664. 

Ordaz  (Juan),  actor  in  the  company  of  Antonio  de  E^scamilla 
in  1670. 

Ordonez  (Alejandro)  and  his  wife  Francisca  de  Bustamente 
were  in  the  company  of  Bernardo  de  la  Vega  in  Seville  in  1672. 

Ordonez  (Diego)  and  his  wife  Maria  de  Montesinos  were 
members  of  a  joint  company  in  1603.  The  name  Ordonez  occurs 
in  the  cast  of  Tirso's  Celos  con  Celos  se  curan  (licensed  1625),  in 
Avendano's  company,  together  with  Maria  de  Montesinos. 

Ordonez  (Fbupe)  agreed  on  Feb.  25,  1638,  to  play  "whatever 
may  be  commanded,  but  no  less  than  third  parts,"  in  the  company 
of  Alonso  de  Olmedo  and  Luis  Bernardo  de  Bovadilla  for  one  year. 
On  March  2,  1638,  he  agreed  to  play  first  parts  for  one  year  in 
the  company  of  Alonso  de  la  Vega.  In  1673  a  Felipe  Ordonez 
was  in  the  company  of  Matias  de  Castro  in  Seville;  in  1680  he  was 
cobraJor  with  Jeronimo  Garcia. 

Ornero  (Jeronima  de),  second (  ?)  wife  of  Alonso  de  Olmedo 
and  a  member  of  his  company  in  1635,  was  the  daughter  of  the 
Mayordomo  of  the  Count  of  Sastago.  She  died  in  1665. 
V.  Olmedo  (Alonso  de). 

Oro  (Ana  de),  wife  of  Pedro  de  Contreras;  both  belonged  to 
the  company  of  Pedro  de  la  Rosa  from  March,  1637,  ^oi*  o^  year. , 
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in  anything  which  he  may  be  commanded,  in  his  farces  and  tmtos, 
both  public  and  private,  and  he  is  to  give  him  food,  drink,  clothing 
and  shoes  and  all  necessary  things,  and  to  cure  him  of  any  ills  he 
may  have,  and  furnish  him  lodging  and  clean  linen."  (N.  D., 
p.  52.)  He  had  a  company  in  Feb.,  161 7,  with  Francisco  Mudarra, 
and  in  1623  was  in  the  company  of  Antonio  de  Prado. 

Ortiz  (Francisco)  and  his  wife  Ursula  de  Torres  were  in 
Bart.  Romero's  company  for  one  year  from  Feb.,  1640.  He  was 
cobrador.  He  was  also  cobrador  in  Sebastian  de  Prado's  company 
in  1 65 1.    Perhaps  the  same  as  the  preceding. 

Ortiz  (Maria),  daughter  of  Cristobal  Ortiz  de  Villazan  and 
Ana  Maria  de  Ribero. 

Ortiz  (Mariana),  mentioned  by  Suarez  de  Figueroa  in  his 
Plata  Universal  (1615),  among  the  famous  actresses  then  deceased. 
I  think  that  she  was  the  wife  of  Melchor  de  Leon  in  1 601,  for 
Maxima  Ortiz  seems  to  be  a  mistake  for  Mariana  Ortiz,  v.  Lbon 
(Mblchor). 

Ortiz  (Micabla),  sister  of  Maria  Ortiz  and  wife  of  Pedro 
Gonzalez;  both  were  in  the  company  of  Jose  Garda  de  Prado  in 
Seville  at  Corpus  in  1658. 

Ortiz  (Vicente),  v.  FkANCiscA  Ortiz,  above.  He  belonged 
to  the  company  of  Alonso  Velazquez  in  Seville  in  1 598. 

Ortiz  db  Urbina  (Pedro),  actor  in  the  company  of  Manuel 
Vallejo  in  1622  and  1623,  and  with  Bartolome  Romero  in  1631. 
In  1636  he  was  cobrador  for  the  lessees  of  the  theaters  of  Madrid. 
He  bought  a  house  in  the  Calle  del  Amor  de  Dios,  comer  of  the 
Calle  de  Santa  Maria,  from  Bartolome  Romero,  in  March,  1637, 
and  seems  to  have  been  connected  with  the  latter's  company  in 
1639-40. 

Ortiz  db  Villazan  (Cristobal),  famoso  representante,  as 
Lope  de  Vega  calls  him,  was  a  native  of  Valladolid.  His  theatrical 
career  was  short;  he  was,  apparently,  in  the  company  of  Alonso  de 
Riquelme  in  1613,  and  in  Jan.,  1614,  he  was  a  member  of  the  com- 
pany of  Pedro  de  Valdes,  and  he  and  his  wife  Ana  Maria  de  Ribero 
(who  were  in  the  same  company  in  the  previous  year)  joined  in 
an  obligation  for  money  owed  by  them.  He  had  a  company  in 
the  following  ytsx,  being  one  of  the  twelve  autores  authorized 
by  the  decree  of  1615.     He  represented  Lope's  El  Sembrar  en 
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tuena  tierra  (l6l6)  and  El  Desconfiado  (in  Sept.,  1617),  aa! 
had  a  company  in  Madrid  in  161 7  and  1618,  and  a^  ir 
i6ig  and  1623.  He  took  part  in  the  autos  at  Seville  in  iblQimi 
1620  (for  his  company,  v.  Sanchez- Arjona,  p.  204).  Hi*  wiJt 
acted  in  his  company  in  1619,  and  her  name  and  her  hisbtaA 
also  appear  In  the  cast  of  Lope's  La  D^ma  bota,  wTittcn  in  xhx'i, 
and  produced  by  the  company  of  Pedro  de  Valdes  in  the 
of  the  same  year.  In  1621  he  and  his  wife  Ana  Maria  bdoaerf 
to  the  company  of  Alonso  de  Olmedo.  {BulL  Hitp.  (1908), 
p.  244.)  In  Sept.,  1622,  he  represented  three  comedias  "ea  d 
cuarto  de  la  Reina."  {tl/id..  p.  247.)  Orriz  had  two  diugtaw: 
Micaela,  wife  of  Pedro  Gontalrt.  and  Maria.  He  died  in  ik 
Calle  del  Leon,  Madrid,  on  July  I,  1626.  He  first  xtpiaisat 
CIaranion:te's(  ?)  El  Tao  de  S.  Anton  (in  1620-21  ?)  and  Tino'« 
El  Arbal  del  mejor  Fruto  and  El  mayor  Desengano, 
OSOWO,  V.  OSORIO  DE  V^ELASCO. 

OsoRlo  (Baltasar),  "Rey  de  los  Graciosos/*  ^^as  in  tlK<3iB- 
pany  of  Juan  de  Morales  Medrano  in  161 5,  when  he  meM  1 
gratuity  of  loo  reals  at  the  autos  of  Corpus  in  Seville.  Puh^t 
this  was  the  Osorio  who  appeared  in  Lo{>c's  Quien  mas  m  fwir 
(1616),  in  Ccbrian's  company. 

OsORlO  (CataLIKa),  wife  of  Jeronimo  de  Heredia,  actor,  ii 
July,  1623.  Both  were  in  the  company  of  Alonso  de  Ohacio* 
t6ai.    {BuU.  Hisfi.  {1908),  p.  244.) 

OsoRio  (Eugemia),  wife  of  Juan  Bautista  Muniz;  bodt  •CR 
in  the  company  of  Baltasar  Pincdo  in  Feb.,  161  j,  in  the  cosV«9 
of  Tomas  Fernandez  de  Cabredo  in  April,  1619,  and  io  iUaw 
de  Otmedo's  in  1621. 

Osorio  (Francisco),  autor  de  comedias  as  early  as  1579,  t^B 
he  represented  (June  8  and  9)  in  the  Corral  de  Valdmtm.  n^ 
again  in  the  corrales  of  Madrid  in  1 58 1  and  1583.  He  aUo  «?«• 
sented  in  March,  1588,  Aug.-Dec.,  1590.  and  March,  isw.  S* 
Appendix  A.  He  and  his  brother  Rodrigo  had  a  companjj* 
Valencia  in  1588.  He  is  probably  the  "Osorio,  autor  aol 
fatnoso,'*  who  first  represented  Lope  de  Ve^'s  El  Soldod*  Jt 
and  La  In^ratititd  venpada. 

Osorio    (Isabel),    v.    Osorio    de    Velasco    (Dieoo)  •^ 

GtJEVARA   (ISA&ELDe). 
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OsoRlo  (JaCimta)  and  hrr  husband  Jusepe  de  Carrion  be- 
longed to  the  company  of  Antonio  Granados  in  1632. 

OsoRio  (Juan),  actor,  Indicted  in  1606  in  Madrid  for  quar- 
reling with  an  atguacil  and  breaking  his  stafE, 

OsoRio  (MACDAtEVA),  well-Itnown  actress,  daughter  of  the 
avtor  Rodrigo  Osorio  and  wife  of  Diego  Lopez  de  Alcaraz,  also 
autor  de  comediat,  before  March  28,  l6ot.  Her  name  is  men- 
tioned, in  a  complaint  made  in  1588  to  the  Inquisition  of  Valencia, 
as  living  in  concubinage  with  the  actor  Bautista  [Juan  Bautista 
lie  Villalobo*?],  while  both  were  members  of  her  father's  com- 
pany. V.  Cotarelo,  Lope  de  Rueda,  p.  jo.  She  must  have  died 
after  April,  1607,  and  before  Dec.  tg,  1610,  when  Lope^  dc 
Alcaraz  married  Catalina  de  Carcaba.     {N.  D.,  p,  123.) 

OsoRJO  (  Mica  ela),  actress  (quinta)  in  the  company  of  Antonto 
de  Escamilla  in  1661. 

Osorio  (Pedro),  actor  in  the  company  of  Domingo  Balbtn  in 
1609  and  1 61 3,  appearing  in  the  comedia  of  Godinez,  La  Reina 
Ester,  in  the  latter  year. 

Osorio  (Rodrigo),  father  of  Magdalena  Osorio  and  a  well- 
known  autor  de  comedias  from  1588  to  1601.  He  was  an  actor 
in  March,  1583,  perhaps  in  the  company  of  Juan  Limos.  (Bull. 
Hitp,  (tgo6),  p.  153.)  In  1588  he  had  a  company  in  Valencia. 
It  consisted  of:  Juan  Bautista  of  Seville,  Magdalena  Osorio,  Isabel 
dc  Torres  (/a  Granadina),  Cristobal  de  Avendaiio,  Castro  and 
his  wife,  Juan  dc  Vergara,  Bern  aid  ino,  Bravo,  Gallego,  Romero, 
muiicQ,  and  his  wife.  (Cotarelo,  Lspe  de  Rueda,  p.  30.)  That 
Osorio  was  in  Valencia  in  1588  is  certain.  {Life  of  Lope  de  Vega, 
p>  39- )  The  Juan  Bautista  just  mentioned  is:  in  all  probability 
Juan  Bautista  de  Villalobos.  Osorio  is  the  theatrical  manager  tO 
\*-hom  Cervantes,  being  in  Seville  in  1592,  promised  to  furnish  six 
comedias  upon  such  subjects  as  Osorio  might  select,  and  for  which 
he  was  to  receive  50  ducats,  if  they  turned  out  to  be  among  the 
best  that  had  been  represented  in  Spain.  Rodrigo  and  his  brother 
Francisco  Osorio  represented  the  autos  at  Toledo  in  1592,  receiv- 
ing 500  ducats.  At  the  beginning  of  1594  Rodrigo  was  arrested 
and  his  chattels  and  wardrobe  were  attached  for  a  debt  (60,225 
van.)  due  in  Valladolid.  His  surety  was  his  son-in-law,  Diego 
Lopez  dc  Alcaraz,  who  was  also  his  surety  in  March,  1601,  when 
Rodrigo  was  imprisoned  for  debt  at  the  instance  of  Antonio  Perez 
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of  Segovia,  and  rcleawd  on  the  promise  of  Alcaraz  to  pi^  >  pr 
of  the  amount  due.    {Bvli.  Hisp.  (1907),  p.  360.) 

OsoRio  DB  Velasco  (Diboo),  celebrated  gracioso,  and  hkinit 
Isabel  de  Guevara  were  admitted  to  the  Cof radio  de  U  Xmw 
on  April  28,  1634,  being  then  in  the  company  of  Juan  BuiBB 
Espinola  or  Espinosa.  In  1635  he  was  ifgundn  ffranos^  (Ben 
being  first)  in  the  company  of  Pedro  de  Ortcgon  in  SevtDe.  !■ 
wife  Isabel  Osorio  (Isabel  de  Guevara)  playing  fourth  paitsiolk 
6ame  company.  He  was  graciaso  in  Olmedo's  company  in  l6j6(  ?]• 
V.  Rosell,  Vol.  I,  p.  90.  In  1638,  1639.  1640,  and  1644  he  w»a 
Antonio  de  Rueda's  company,  and  appeared  in  Calderons  U 
Desdkha  de  la  Fox  (1639).  He  afterward  managed  a  caaxfm. 
and  became  one  of  the  foremost  autorei  de  comed'tas  in  M^^ 
In  164.9  and  1650  he  represented  autos.  and  in  165 1  reprciaitpi 
Caldcron's  comedias  Ei  Eneas  de  Dm  and  Antes  que  todp  tt  " 
Dama.  In  1652  Moreto  wrote  for  him  El  Poder  de  la  Jmufd- 
(Paz  y  Melia,  Catalogo,  No.  2648.)  He  also  represented  ntv 
from  1653  at  Madrid  till  1661,  and  in  the  latter  year  bii  en- 
pany  was  acting  at  the  Teatro  df  la  Cruz.  On  the  death  of  i» 
first  wife  Isabel,  he  married  Micaela  de  Andrade.  v,  Pcrer  PjilB'' 
Calderon  Doiumentos,  I,  passim.  In  1659  he  lived  in  the  O&t 
de  Cantarranas.  In  1660  he  seems  to  have  bdongrd  to  tbea*- 
pany  of  Pedro  de  ta  Rosa,  and  appeared  as  Papagayo  tn  Mm- 
tero's  A  mar  sin  favorecer.  (S.-A.,  p.  330,  n.)  He  bdaf^B^  ■ 
the  family  of  the  Ginstables  of  Castile  (VeJasco),  and  becoK 
Governor  of  Salas  de  los  Infantes,  where  he  died  sometine  iftw 
1661,    He  had  a  daughter  Catalina,  who  died  in  1658. 

OsTiA  (DiEca  DE  la)  of  Toledo  took  part  in  the  "fiaW* 
Agosto"  in  Toledo  in  1 561,  and  had  charge  of  dances  in  M«dn< 
in  1570,  and  a  dance  at  Toledo  in  1580. 

OsTOS  (Juan  db)  and  his  wife  Maria  de  Herrera  wereifldf 
company  Los  Andalucts  in  1605-06. 

OsuNA  (Alokso  de),  galan  in  the  company  of  Anti3o:o  * 
Prado  in  1624.  (N.  D„  p.  206.)  In  1636  he  was  in  the  cDnjpJfl» 
of  Tomas  Fernandez.  (Rosell,  Vol.  I,  pp.  288,  a9a)  San-^'- 
Arjona,  p.  134,  gives  the  date  of  representation  of  this  A 
1621-23.  This  is  impossible,  for  Roque  de  Figuero*  and  b» 
Antonia  Manuela  figure  in  the  toa.  and  they  joined  the  xssaf^ 
of  Fernandez  in  April,  1636.     {N,  D.,  p.  251.)      In  1638-,' 
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(desdc  Carnaval  de  1 638  a  igual  fecha  del  aiio  siguiente)  he  was 
in  the  company  of  Baftolomc  Romero,  {ibid.,  p.  275.)  Sanchcz- 
Arjona,  p.  359,  says  that  Alonso  de  Osuna  figured  in  the  com- 
pany of  Bartolomc  Romero  in  163 1,  when  he  was  received  into 
the  Cofradia  de  la  Novena.  This  seems  to  agree  with  the  Segunda 
Loa  of  BcnavcntC}  ed.  Roscll,  Vol.  I,  p.  230.  Osuna,  then  in  the 
company  of  Roque  de  Figueroa,  says  that  in  the  preceding  year 
he  was  in  Romero's  company.  This  would  place  this  ha  in  the 
year  1632,  In  1642  and  1643  Osuna  was  again  in  Romero's 
company  (S.-A.,  p.  358),  and  in  1645  in  the  company  of  Lorenzo 
HuTtado  {ibid.,  p.  375).  He  is  probably  the  Alonso  de  Osuna, 
author  of  the  comedia  Fingir  la  propia  Verdad  and  others,  men- 
tioned by  Barrera.  {Cat,,  p.  289,)  The  name  Osuna  appears  in 
the  cast  of  Cordeiro's  El  Favor  en  la  Sentencia  (MS.  dated  1626). 

Otero  (Antonio  de),  actor  in  the  company  of  Francisco 
Solano  in  1637,  and  in  the  company  of  Juan  Roman  from  Oct.  19, 
1638,  for  one  year,  playing  galaues. 

OviEDo  (CoSME  de)  took  part  in  the  Corpus  festivals  at  Seville 
in  1561,  1579)  and  1582.  He  is  said  to  have  been  the  inventor 
of  theatrical  posters.  Rajas,  Viage  entretenido.  ed.  1603,  p.  132, 
cays:  "Cosme  de  Ovtcdo,  aquel  autor  de  Granada  tan  conocido, 
que  fue  el  prtmero  que  puso  cartcles." 

OviEDO  (Macdalena  de),  wife  of  Cristobal  de  San  Pedro; 
both  were  in  the  company  of  Diego  Lopez  de  Alcaraz  for  two 
years,  from  Jan.  10,  l6to;  both  also  appeared  in  Prado's  company 
in  Tirso's  La  Terctra  de  la  Saneta  Jaana,  written  in  1614  and 
licensed  in  t6l6. 


Paez  (Disco)  produced  the  auto  La  Circunchton  del  Sehttr  at 
Corpus  in  Seville  in  1564.  He  seems  to  have  been  afterward 
(  1586-92)  a  dealer  in  theatrical  costumes. 

Faez  (Juan),  actor  (in  the  company  of  Caspar  de  Porres?) 
in  Jan.,  1 597. 

Paez  db  Sotomayor  (Marjaka),  daughter  of  Pedro  Paez  de 
Sotomayor  and  Ana  Ortiz,  and  wife  of  the  famous  autor  de  come- 
dias  Alonso  de  Cisneros.  She  died  in  Seville  before  Jan.  16,  1590, 
"leaving  much  property."  Suarez  de  Figueroa  mentions  her  among 
the  celebrated  actresses  of  her  day. 

Fa£Z  de  Sotomayor.  (Pedro)  of  Madrid,  autor  de  comedias  in 
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1587.    His  wife  was  Ana  Ortiz;  ht  died  before  Sept.  4,  1596, die 
date    of   his    wife's   last   will,      v,    the    preceding    and   S.  D« 

pp.  19-25.  43. 

Palbncia  (Francisco  de)  took  part  in  the  Corpus  festitalc 
Seville  in  1597. 

Palma  (Angela  oe),  "single  woman";  actress  for  one  jw. 
from  Feb.  27,  1638,  in  the  company  of  Alonso  de  Olaicao  ini 
Luis  Bernardo  dc  BovadiUa. 

Paniacua  (Alonso  de)  of  Granada,  autor  de  eomei'm  is 
1602,  with  Juan  de  Tapia  and  Luis  de  Castro.  His  wife  ftsk 
Salvadora  was  a  member  of  his  company  in  that  >'ear.  and  bock 
belonged  to  the  company  of  Nicolas  de  los  Rios  from  Shroreti^ 
1604,  to  1605. 

Paniagua  (D»  Maria)  ,  wife  of  D.  Diego  de  Villegas  and  actn* 
at  the  Corpus  festival  in  Valdemoro,  playing  first  parts,  in  1623. 

Pantaleon  (Juan  ds),  actor  In  the  cotnpany  of  Frandsa 
Lopez  in  Seville  in  1660  and  1663 ;  in  the  company  of  Fnncin 
Gutierrez  in  1 663,  and  in  that  of  Bernardo  de  la  V^ega  in  167I 

Pantoja  (Agustina  de),  actress  in  the  company  of  Lom* 
Hurtado  in  Seville  in  1645. 

Pascual  (Bernardo),  son  of  Felix  Pascual  and  Maooda'^ 
Bustamante;  he  played  ffalanes  in  Manuel  Vallejo's  compnif  ii 
1675  arid  1674  (second  galan)  ;  with  EscamiUa  in  1676,  wi 
with  Jeronimo  Garcia  in  1680,  and  with  Carvajal  in  it>8i. 

Pascual  (Felix),  autar  de  camt-dies.  a  native  of  MudiaBid 
(Valencia),  played  the  guitar,  but  never  acted.     He  was  of  a  geci 
family;  his  real  name  was  Jaime  Lledo.     It  is  said  that,  heiogii 
Naples,  he  fell  rn  love  with  Maria  de  Heredia,  and  followed  tbt 
stage.     His  first  wife  was  Manucia  de  Bustamante,  la  Memtir^ 
After  her  death  he  married  Ana  de  Andrade,  and  she  having  diei 
he  married  a  relative  tn  Muchamiel,  whither  he  retired  and  whot 
he  died  in  1708.     (S.-A.,  p.  441.)     He  was  in  the  compmy  •♦ 
Sebastian  de  Prado  in  1661,  and  musico  in  that  of  Simon  Ago^ 
and  Juan  de  la  Calle  in  1662,  and  in  Jose  Carillo's  oomptaj  >* 
1663.     He  had  a  company  in  Seville  in   1665  and   1677,  and  J" 
Madrid  in  1669^  1671,  and  1673.     Sometime  between  1665  ^ 
1670  his  company  consisted  of  the  following  players:  Maovh 
[de  Bustamante],  Juan  Alonso  (first  parts),  Bernardo,  §f*nm, 
Joseph  Antonio  (second),  Josepha  dc  Morales,  Toribio  de  Bi**" 
mante,  Miguel  Perez,  Joseph  de  Carrion   (iar^of),  Uabd.  f"n»* 
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CISCO  de  la  Calle  (second),  Polonia  and  Ana  de  Dios.  {Migajai 
del  Inffenio,  p.  81.)  In  1671  he  and  Agustin  Manuel  had  a  com- 
pany. Pascual  had  a  son  Bernardo  and  a  daughter  Sabina  by  his 
£rst  wife.  For  his  company  in  1665,  v.  S.-A.,  p.  443.  See  also 
Alvarez  (Maria). 

Pascual  (Onofre)  belonged  to  the  company  of  Juan  de 
Morales  Medrano  in  1624,  and  to  the  company  of  Bartolome 
Romero  in  1631-32  and  1637-38.  In  1643  he  was  in  the  com- 
pany of  Tomas  Diaz  in  Seville,  and  in  1644  was  with  the  company 
of  Juan  Acacio,  also  in  Seville,  and  in  1648  with  Esteban  Nunez. 

Pascual  (Sabina),  daughter  of  Felix  Pascual  and  Manuela  de 
Busramante.  She  married  Manuel  de  Villalba,  and  played  prime- 
rat  datnas, 

Patata  (Antonia),  actress  in  the  company  of  Tomas  Fer- 
nandez and  Pedro  de  la  Rosa  in  1637-39.  v.  Rosell,  Vol,  I, 
p.  381. 

Patata  (La),  Her  name  was  Antonia  del  Pozo,  and  she  was 
called  La  Patata,  probably  because  she  was  the  daughter  of  Antonia 
Patata,  She  was  a  celebrated  singer,  and  in  1659-60,  1670,  1671, 
and  1672  she  was  in  Manuel  Vallejo's  company.  She  was  the  first 
Wife  of  the  actor  Manuel  de  Mosquera  and  had  a  sister  Luciana. 
(Rosell,  V^ol.  11,  p.  342;  Soils,  Paesias,  p.  219.)  She  probably 
died  before  1676.     (Cotarelo,  Migafos  del  Ingenio,  p.  213.) 

Paula,  wife  of  Juan  Antonio  Navarrete,  musico;  both  were  in 
Manuel  Vallejo's  company  in  1673. 

Paula  Salvadora,  actress,  wife  of  Alonso  de  Paniagua  in 
1602.  Both  were  in  the  company  of  Nicolas  de  los  Rios  in 
1604—05.  On  Feb.  n,  1617,  she  is  mentioned  as  the  wife  of 
the  actor  Juan  Bautista  de  Villegas;  her  name  occurs  again  in 
Nov.,  1623,  as  the  wife  of  Villegas. 

Pavia  (Diego),  actor  in  the  company  of  Francisco  de  Guzman 
Morales  in  Valladolid  in  1644,  in  that  of  Jacinto  Riquelmc  in 
Seville  in  1652,  and  in  the  company  of  Antonio  de  Castro  at  the 
Coiiseo  in  Seville  in  1656.     His  wife  (1644)  was  Juana  Vallejo- 

Pavia  (Josefa),  actress  in  the  company  of  Antonio  de  Castro 
in  Seville  in  1656,  and  in  the  company  of  Juana  de  Cisrrcros 
in  1660. 

Pavia  (Micuel),  actor  de  por  medio  in  the  company  of  Sebast. 
dt  Prado  and  Juan  de  la  Calle  in  1659. 

Paz   (Alonso  db  la),  autQr  de  comed'ms,  represented  Caldc- 
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ron's  comedia  Santa  Maria  Bgipctaca  at  Xorija  in  1655.  (Psa 
Pastor,  Calderon  Documentos,  I,  p.  226.) 

Paz  (Aka  de  la)  played  fifth  parts  and  was  musician  in  tSif 
company  of  Jose  Garccran  in  Seville  in  1 657;  her  husband  Jujt 
Lopez  was  segundo  gracioso  and  harpist  ia  the  same  company. 

Paz  (MaWa  de  la)  played  iegundas  damns  and  music  in  T 
ceran's  company  in   1657.     Her  husband    £steba.n  de  Ainrf> 
was  harpist  in  the  same  company.     Their  children  were  M»ra 
de  la  Paz  and    Isabel  Eugenia  Almendros,    the   latter  of 
entered  a  convent  in  Cordoba. 

Paz  (Sancho  de),  aufor  de  camedias,  had  a  company  in  Nipb 
in  1620  and  1627.    v.  Croce,  /  Teatri  di  Napoli,  p.  91. 

Paz  (Sebastiana  de  la),  actre^  at  the  festival  of  Corpoitf 
Galapagar  in  1619.  Her  husband  was  Francisco  de  Encboi,  ek^ 
shearer  {tundidor). 

Paz    {  ?),   actor  in   the  company  of    Figueroa  in   1635- 

l636(  ?)  ;  his  name  occurs  in  the  cast  of  Peligrar  en  let  Rt^mtdm. 
by  Rojas  Zorrilla  (1634),  and  in  Lope's  Los  Mdrtires  dei  Stf*^ 
Alonso  dc  la  Paz  was  an  autor  de  comedias  in  Madrid  In  1655. 
Perhaps  the  same  person.     {Calderon  Doc,  I.,  p,  226.) 

Pedro  (Juan),  actor  in  the  company  of  Caspar  de  Pofw«  b 
1600. 

pENA  (Ana  MaKIa  DB  la),  first  wife  of  the  autor  de  ewmtJati 
Tomas  Fernandez;  they  were  married  in  Valladolid  to  1607. 
(M,  y  M.,  p.  566.)  She  died  before  June  25,  i6j4-  (S.-A, 
p,  134,)     But  see  under  FERNANDEZ  DE  Cabrkdo  (Tomas). 

Pena  (CaTalIKa  de),  wife  of  Antonio  dc  Castm;  both  it& 
in  Jacinto  Riquelme's  company  in  Seville  in  1652. 

pENAFiEL  (LuiSA  de),  daughter  of  Damian  Arias  de  PdiiM 
and  Luisa  de  Rcinoso,  was  in  Manuel  Vatlejo's  company  in  i^J^* 
On  Nov.  4,  1639,  she  married  her  cousin  Diego  de  PenaficL 

Penalosa  (Juan  de)  ,  actor  in  the  company  of  FcmaO  SiSifc* 
de  Vargas  for  one  year  from  Oct.  23,  1634.  He  had  a  oaa^0f 
in  Aug.,  1636,  when  he  represented  Lope's  Nunca  mtuk*  t»^ 
fioca  and  Calderon's  Casa  con  dos  Puerlas  mala  es  de  gumrdm. 

PenaRHOJa  (Jeronimo  de)  played  fourth  parts  in  the  <i*^ 
pany  of  Jose  Garceran  in  Seville  in  1657.  In  1664,  1665,  r6^ 
and  1 67 1  he  was  segundo  borba  with  Ant.  de  Escamilla;  ia  167J- 
1676  with  Manuel  Vallejo,  and  died  in  Madrid  on  Jan.  29,  iTOi 
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aged  seventy-two.  He  had  a  daughter  in  Escamtlla's  company 
in  1677. 

Penas  {Sebastian  de  las),  harpist  in  the  company  of  Antonio 
de  Prado.  i634-36(  ?).    {RoseU,  Vol.  I,  p.  97.) 

Penas  (Sebastiana  de  las),  actress  in  the  company  of  Luis 
Lopez  in  Seville  in  1650,  in  the  ttutt^s  of  that  year. 

Pepa,  la  Hermosa.    v.  Lopez  (Josefa). 

Peral  (Jusepb  del)  of  Toledo,  musician  and  dancer  in  the 
company  of  Diego  Vallejo  in  Seville  in  1619,  and  in  the  com- 
pany of  Manuel  Vallejo  in  1622.  In  1624  he  acted  in  the  company 
of  Juan  de  Morales  Medrano,  and  in  1632  he  and  his  wife  Isabel 
de  Vitoria  were  in  the  company  of  Roque  de  Figucroa  in  Seville 
at  Corpus. 

Peralta  (Ana  Maria  de),  actress,  wife  of  Diego  de  Ortega; 
both  were  natives  of  La  Mota  del  Cuervo,  and  were  in  the  com- 
pany of  Diego  Vallejo  in  1619  in  Seville,  and  in  the  company  of 
Manuel  Vallejo  in  Madrid  in  1622.  She  afterward  married  Juan 
Bezon  (q.  v.)  and  was  called  la  Bexona,  q.  v. 

Peralta  (Catauna  de),  wife  of  Juan  de  Grajal  or  Graxal 
in  March,  1604,  when  they  agreed  with  Anton  Alvarez,  Vicente 
Ortiz,  and  others  to  form  a  joint  company  for  one  year.  On 
Feb.  24,  1614,  both  joined  the  company  of  Alonso  de  VlUalba. 
On  March  28,  1614,  they  agreed  to  join  the  company  of  Andres 
dc  Claramonte  for  one  yean  In  1628  both  appeared  in  Lope  de 
Vega's  La  Conpetencia  en  los  NahUt, 

Peralta  (Francisco  de)  produced  the  auto  EI  Rescate  del 
Aima  in  Seville  in  1576. 

Peregrin  (Isabel),  member  of  the  company  of  Cristobal  de 
Avcndario  in  1632. 

Perez  (Agustin),  actor  in  Valladolid  in  1642.  (M.  y  M., 
p.  566.) 

Perez  (Cosme),  known  as  Juan  Rana,  famous  ffraciaso  in  the 
company  of  Juan  Bautista  in  161 7  and  1622;  Jn  the  former  year 
he  appeared  as  Leonardo  in  the  original  cast  of  Lope's  EI  Desden 
vtngado;  in  the  latter  as  El  Capitan  Medrano  in  Lope's  La 
nueva  Victoria  de  D.  Gonzaio  de  Cordoba.  He  was  in  the  com- 
pany of  Antonio  de  Prado  in  1623—24,  and  with  Pedro  de  la  Rosa 
in  1636,  when  he  received  10  reals  daily  for  maintenance  and  20 
reala  for  each  representation,  besides  50  ducats  for  the  Corpus 
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festival.  Quinones  de  Benavcnte  wfrote  an  etttre 
Juan  Rttna,  in  which  Cosme  Perez  appeared  while  in 
of  Pedro  de  la  Rosa,  to  which  he  belonged  (or  mai 
(S.-A.,  p.  328.)  He  acted  for  a  while  in  the  company  0 
Fernandez,  and  appeared  in  the  entremes  La  G» 
(RoscU,  Vol.  I,  pp,  134,  405)1  and  in  1643  went  to  V; 
1650  he  belonged  to  the  company  of  Antonio  Garcia  du 
Madrid,  and  took  part  in  the  aulas.  He  appeared  upa4 
as  late  as  1665,  "On  January  5,  1665,  here  came,  a: 
diversions  of  spam  we  had  this  Christmas.  Juan  Aran* 
famous  comedian,  who  here  acted  about  2  hours,  to  the 
of  all  who  beheld  him,  considering  that  he  was  near  upa( 
of  age."  {Memoirs  of  Lady  Fanshatve,  ed.  1905,  p-  i 
was  a  man  of  exemplary  life,  and  owned  houses  in  th< 
Cantarranas."  He  is  said  to  have  married  Bernarda 
who  was  also  in  Rosa's  company  in  1639,  playing  sixth 
under  Ramirez  (Bernarda)  ),  but  this  is  probably  a  mi 
wife  seems  to  have  been  Bernarda  Manuela,  q.  v.  ] 
wife  was  Maria  de  Acosta.  Caramuel  calls  Cosanc  Pero 
famous  of  all  the  comic  actors  on  the  Spanish  stage. 
Madrid  in  1673. 

Perez  (Cristobal),  second  gracioto  in  the  compon] 
Pascual  and  Agustin  Manuel  in  1671. 

Perez  (  Damiana)  ,  wife  of  the  actor  and  autor  F 
(1629). 

Pbrez   (Fernando)  of  Zaragoza,  actor  in   the 
Melchor  dc  Leon  from  Dec.,  1611,  for  one  year.      Hi 
June,   1614,  was  Maria  de   Montcsinos,   and    both   wi 
company  of  Claramonte  till  Shrovetide,    1615.      In  Ji 
he  was  in   the  company  of  Juan  de  Morales   Medran( 
March  of  the  same  year  appears  to  have  been  in  the 
Alonso  de  Olmedo.     (N.  D.,  p.  I79-)     His  sister  was 
Vazquez. 

Perez  (Francisca  Paula),  widow   (1639-40)  c 
Ponce  de  Leon,   played   first  parts  in   the  company  of 
Malaguilla  in  that  year. 

Perez   (German),  el  Bueno.  actor   in   the  company 
Martinez  de  los  Rios  in  1632.     (GaUardo,  I,  p.  669.) 
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Perez  (Isabel),  sister  of  Cosme  Perez,  actress  in  the  company 
of  Pedro  de  la  Rosa  in  1636-37.     (Rosell,  I,  p.  419.) 

Perez  (Juan),  actor  for  two  years,  from  Feb.  15,  1592,  in 
the  company  of  Caspar  de  Porres,  "receiving  5700  reals,  board, 
lodging,  and  clean  linen,  and  a  cart  in  which  to  carry  his  belong- 
ings from  place  to  place." 

Perez  (Juan),  actor  in  the  company  of  Juan  Bautista  Valen- 
ciano  in  March,  1623.  (Bull.  Hup.  (1908),  p.  248.)  He  played 
galanes  in  the  company  of  Pedro  de  la  Rosa  in  1636.  v.  Rosell, 
Vol.  I,  p.  419.  On  Feb.  28,  1637,  Juan  Perez  agreed  to  act  for 
one  year  in  the  company  of  Luis  Bernardo  de  Bovadilla,  and  on 
Aug.  21  of  the  same  year  he  contracted  to  act  until  Shrovetide, 
1638,  in  the  company  of  Segundo  de  Morales.  {N.  D.,  pp.  260, 
272.)  By  this  agreement  the  wife  of  Juan  Perez  (name  not 
given)  was  to  take  the  money  at  the  door  {cobradora).  On 
March  24,  1638,  he  joined  the  company  of  Bartolome  Romero, 
and  in  1642  played  second  galanes  in  the  same  company  in  Seville. 
This  Juan  Perez  and  Juan  Perez  de  Tapia  seem  to  be  the  same 
person. 

Perez  (Juan  Manuel),  autor  de  comedias;  his  company  rep- 
resented at  Corpus  in  Seville  in  1675. 

Perez  (Maria),  wife  of  the  actor  Francisco  de  Arteaga  in 
1 63 1,  and  then  in  the  company  of  Manuel  Vallejo. 

Perez  (Miguel),  actor  in  the  company  of  Felix  Pascual  in 
i665-68(?). 

Perez  (Pedro),  actor  in  the  cast  of  Paciencia  en  la  fortuna 
(Restori,  Studj,  p.  142)  and  in  Lope  de  Vega's  Los  Guzmanes  de 
Toral,  ed.  Restori,  p.  ix. 

Perez  (Polonia),  famous  actress,  was  the  first  wife  of  Feman 
Sanchez  de  Vargas.  She  appeared  in  the  title  role  of  Lope's  La 
hermosa  Ester  (1610)  in  her  husband's  company.  Of  this  play 
Lope  says:  "Representola  el  famoso  Sanchez  con  notable  auto- 
ridad  y  aplauso."  (Part  XV.)  She  died  before  Jan.  11,  1619, 
leaving  two  children,  Francisca  and  Hernando  de  Vargas,  both 
still  minors  in  1626,  and  some  property  in  the  town  of  Hita. 
Perez  Pastor,  Nuevos  Datos,  p.  212,  "says  that  she  was  the  second 
wife  of  Sanchez  de  Vargas. 

Perez  Lobillo  (Francisco)  of  Granada,  died  May  4,  1631. 
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His  wife  was  Ana  Cusio,  and  his  children  Frandsco  ind  .ha 
Maria  Perez  Lobillo, 

Perez  de  Tapia  (Juan),  son  of  Agustin  Perez  de  Tapia.  On 
Nov.  15,  1640,  he  executed  a  power  of  attorney  to  his  wife  Am 
Maria  Rodriguez  to  recover  his  inheritance  in  his  father's  esat 
{N.  D.J  p.  327.)  Sanchez- Arjona,  p.  340,  says  that  he  naiwi 
Maria  de  Olmedo.  When?  Before  1653,  at  all  rvenis,lntia 
that  year  both  were  received  into  the  Cofradia  de  la  No*** 
(Ibid.j  p.  359.)  In  1650  he  was  in  Antonio  de  Prado's  coinpiBT 
in  Madrid.  {Calderon  DQCttmentos.  p.  170. )  Perez  de  Til" 
became  an  autor  de  comedias  and  visited  Seville,  appearing  in  It 
Monieria  in  1654-56,  and  again  in  1659,  1661,  and  1662.  F» 
his  company  in  the  latter  year,  v.  iifid..  p.  430.     v.  Perez  (Jba*)- 

Pernia  (Joan  Antonio)  played  third  galattei  and  w»siel«* 
in  the  company  of  Roque  de  Figucroa,  1628—33.  v-  Resell,  VoLL 
pp.  165,  230.  He  W3S  the  member  of  the  company  who  fntc^V 
the  comedias,  as  we  see  from  Benavente's  loa: 

(Sale  PernU.) 
}  No  es  Pcmia  este  que  sale, 
Que  represenca,  que  bails, 
Que  hace  versos,  que  remedia. 
Si  sucede  una  desgrada, 
Doce  6  diez  y  seis  colunas 
De  la  no<^c  a  la  tna^ana? 

(/M.,  pp.  167,  168.) 

See  also  Cotarelo,  Tirio,  p.  206. 

Pernia  (Juan  Antonjo),  gracioso  in  the  company  of  P^ 
Martin  de  Morales  in  Seville  !n  1678.  Perhaps  this  is  the  Fan* 
mentioned  in  Gallardo,  I,  p.  63o,  who  married  FranciscaCorraw' 
died  in  Madrid  in  1707. 

Pernia  (Peoro  de),  actor  in  the  company  of  Domingo  B*l^ 
from  Sept.  1,  1623,  till  Shrovetide,  1624.  In  1628  he  in>  ' 
Valladolid,  apparently  in  the  company  of  Figuero*.  (M.  j  it" 
p.  566.) 

Petra  (Caspar  de),  autor  de  comedias  in  Valladolid  ia  l60|- 
(M.  y  M.,  p.  566.)  Perhaps  this  is  a  mistake  for  Gasftr  ^ 
Porres. 

PlTRONiLA  (La  S"),  actress  in  the  cast  of  Tirso*s  La  Ttrun 
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de  la  Santia  Juana  in  Prado's  company   (1614-16).     This  was 
probably  Petronila  de  Ixiaisa. 

PiCANO  (Jacinto)  played  segundos  galanes  in  the  company  of 
Roque  de  Figueroa  (1629-33?). 


Yo  soy  Jacinto  Picano, 
Que  loa  galanes  primeros 
Hicc  con  Luisa,  y  ogailo 
Con  segundos  me  contento. 

RoscU,  Vol.  I,  p.  230.    See  also  Cotarelo,  Tirstt.  p.  206. 

PiMENTEL  (Maria),  actress  in  March,  1638,  in  Madrid. 

Pineda  (Diego)  represented  the  auto  Ei  TriunfQ  de  la  Verdad 
in  Seville  in  1582. 

PlNEDO  (  Baltasar)  ,  famous  autor  de  camedias,  who  had  a  com- 
pany at  least  as  early  as  1596.  In  March,  1597,  his  wife  wag 
Juana  de  Villalba  (daughter  of  Alonso  de  Villalba  and  Ana 
Romcra),  who  had  been  the  widow  (Jan,,  1596)  of  Juan  de 
Morales.  In  1602,  1603,  and  1609  he  represented  autos  in  Seville, 
and  in  1613  in  Toledo.  He  was  one  of  the  eight  autoret  authorized 
by  the  decree  of  1603.  On  May  22,  1605,  in  Toledo,  in  the  Salon 
del  Ayuntamiento,  he  represented  Lope's  El  g&Uarda  Catalan  at  a 
festival  in  honor  of  the  birth  of  Philip  IV.  (April  8).  His  com- 
pany produced  Gutoi  in  Madtid  in  1606,  1607,  1614,  161 7,  1618, 
and  1619.  In  1616-18  he  and  his  wife  Jua^na  de  Villalba  lived 
"In  their  own  house"  in  the  CaUe  del  Amor  de  Dios,  opposite  the 
hospital  of  Anton  Martin.  In  1613  he  represented  the  attttn  in 
Toledo.  Lope  de  Vega  greatly  praises  hlro  as  an  actor,  in  his 
PtTtgrxno  en  su  Patria,  ed.  1604,  fol.  1 98.  Pinedo  first  produced 
Lope's  comedia  La  Santa  Liga:  "Represcntola  Pinedo,  y  a  Selin 
famosamente."  (Part  XV,)  In  1621  he  represented  Tirso's 
auto  El  Colmenero  divitio,  and  first  produced  his  Canto  kan  de  ser 
ios  Amigoi.  For  his  early  representations  (1601)  in  Madrid, 
V.  Appendix  A 

PiNEU)  (Francisco)  and  his  wife  Ines  de  Hita  were  in  the 
company  of  Juan  de  Morales  Mcdrano  for  one  year  from  Ash 
Wednesday,  1633,  and  in  Ixirenzo  Hurtado's  company  in  1633 
or  1635  ( ?).    V.  Roscll,  Vol.  I,  p.  29. 

PiNELo  (Juana  Margarita),  daughter  of  Francisco  Pincio 
and  Ines  de  Hita,  and  wife  of  Antonio  Rodriguez  ;  both  were  in  the 
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company  of  Juan  Martinez  for  one  year  from  Feb.  26,  l6iJ. 
See  also  HiTA  (Juana  Margarita  de). 

Pino  (Luis  del)  of  Granada,  called  el  Palomo,  was  in  lk 
company  of  Miguel  Bermudez  in  Seville  in  1654,  and  in  Aiubm 
de  Castro's  company  in  1656. 

PiNTO  (LuiSA  de),  wife  of  the  autor  de  comedim  BerniHo'e 
la  Vega,  and  in  his  company  in  1671.  In  1677  and  167^^ 
played  segundas  damoi  in  the  company  of  Antonio  de  Escumilli. 

PiNZON     or     PUNZOK      (MiGUEL     JERONIMO),     V.    jEfcOXW 

(Miguel). 

PiSero  (Antonio),  actor  and  musician  in  a  joint  oaafm 
with  Atonso  de  Heredia  and  others  in  1614.  In  i63a-35(?)^ 
was  in  Lorenzo  Hurtado's  company.  (Rosell,  Vol.  I,  p.  jal  I» 
1637  and  1638,  and  again  in  Seville  in  1642-43,  he  »»  « 
Bartolomc  Romero's  company.     His  wife  was  Isabel  Antonia. 

PlZARRO  (Ankies)  and  his  wife  Jeronima  dc  MontoiH  fc- 
longed  to  a  joint  company  in  161 4-1 5,  with  Pedro  BraTO  »W 
others. 

Plana  (Domingo  de  la),  actor  in  the  company  of  Juan  Pen* 
de  Tapia  in  Seville  in  1662. 

Plata  {Pedro  de),  autor  de  cotnedias  in  1587  and  in  1596^  U 
March,  1 598,  he  was  in  the  company  of  Gabriel  Vara,  while  i» 
Dec.  of  this  year  he  seems  to  have  had  a  company.     (B.  H.  { 1907) 

P-  363-) 

Plaza  {Francisco  de)  produced  the  auto  £/  Nacimirmndt 
Moises  in  Seville  in  1575. 

Plaza  (Francisco  MuSoz  de  la),  actor  in  the  compuny  «* 
Alonso  dc  Villalba  in  1614-15.  He  appeared  in  the  cast  of  Loft't 
El  Stmbrar  en  buena  tierra  in  1616. 

PoCA  Ropa.  Who  the  actress  was  who  bore  this  strsngr  doif 
nation,  I  do  not  know.    See  under  Romero  (Mariana). 

PoLONiA,  actress  in  the  company  of  Felix  Pascual  (^  f.)  ^ 
1665-70. 

PoLONiA,  V.  Perez  (Polonia). 

PoLONiA  Maria,  wife  of  Juan  Gonzalez  [Valcanr^ll;  boA 
were  in  the  company  of  Tomas  Dtaz  in  Seville  in  1643,  in  Low* 
Hurtado's  company  in  1645,  and  in  the  company  of  Estebaa  N'o^ 
in  1648. 
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PoLOPE  (Agustin),  musician  in  the  company  of  Diego  Lopez 
de  Alcaraz  in  1610,  and  in  Baltasar  Pinedo's  company  in  1613. 

PoLOPE  (Blas),  member  of  the  company  of  Diego  Osorio  in 
1659;  in  1661  and  1676  he  was  second  barba  in  E^scamilla's  com- 
pany; in  1662  with  Sebastian  de  Prado,  in  1674  with  Simon 
Aguado,  and  in  1678  with  Agustin  Manuel. 

POLOPB  (Damian),  actor  in  the  company  of  Ant.  de  E^scamilla 
in  1676,  and  with  Jose  de  Prado  in  1679. 

PoLOPE  (Pablo),  member  of  the  company  of  Simon  Aguado 
in  1674,  in  Agustin  Manuel's  in  1677,  and  in  Jeronimo  Garcia's 
company  in  1680.  His  wife  (1675)  was  Josefa  de  San  MigueL 
(M.  y  M.,  p.  567.)  Perhaps  he  is  the  same  as  Pablo  Polope  y 
Valdes,  who  wrote  for  the  stage,    v.  Barrera,  p.  305. 

PoLLO  (Jusepe),  actor  in  the  company  of  Juan  Acado  in 
SeviUe  in  1644. 

Ponce  (Francisco),  gracioso  in  the  company  of  Felix  Pascual 
and  Agustin  Manuel  in  1671,  and  in  the  company  of  Carlos  de 
Salazar  in  Seville  in  1676. 

Ponce  de  Leon  (Antonio).  His  widow,  in  March,  1639, 
was  the  actress  Francisca  Paula  Perez. 

Ponce  de  Leon  (Juan),  musician  in  the  company  of  Pedro  de 
la  Rosa  in  1636-37. 

PoRRAS  (Jusepe  de),  actor  at  the  Corpus  festival  in  1631  at 
Almonacid  de  Zurita. 

PoRRES,  actor  in  the  cast  of  Lope  de  Vega's  La  hermosa  Ester 
(1610),  in  the  company  of  Sanchez  de  Vargas. 

PoRRES  (Caspar  de),  one  of  the  best  known  of  the  early 
autores  de  comedias  ( 1 585 -1 623  ?) ,  and  the  friend  of  Lope  de  Vega, 
was  born  at  Toledo  in  1550.  It  was  Porres  who  obtained  the 
license  to  print  Part  IV  of  Lope's  Comedias  in  1613.  We  first 
hear  of  him  as  manager  of  a  company  in  1585,  when  he  represented 
three  autos  at  Madrid.  In  1586-87  Lope  de  Vega  was  furnishing 
to  Porres  "the  comedias  that  he  used  to  give  to  Jeronimo  Velaz- 
quez." (Life  of  Lope  de  Vega,  pp.  30  et  passim.)  His  wife  was 
Catalina  Hernandez  de  Verdeseca,  first  mentioned  in  1 591.  In 
1589  he  produced  autos  at  Seville  and  in  1592  represented  two  of 
the  autos  at  Madrid,  when  he  and  Rodrigo  de  Saavedra,  who 
produced  the  other  two  autos,  were  to  perform  exclusively  from 
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Lunes  de  Qu^fim^do  till  Corpus.  For  this  festival  tbe  diutnA 
of  his  company  cost  10,350  reals.  In  1591  he  boughr  1  boux  P 
the  Calle  del  Principe  (Pinedo  owned  the  adjoining  one),  ei 
in  1594  represented  four  autos  in  Seville,  receiving  1 300  dtntt. 
hts  wife  also  receiving  a  gfatuity  of  iioo  reals  for  the  dcguKZ^ 
her  costumes.  He  also  represented  auiot  in  Madrid  in  19& 
1595.  1599.  1604,  1605,  receiving,  in  1604,  4000  reals,  tnd  ipii 
represented  the  autos  in  Seville  in  1603  and  1607.  Porio  *» 
one  of  the  eight  autores  authorized  by  the  decree  of  1603.  Bt 
seems  to  have  taten  his  company  to  Lisbon  prior  to  May  25,  rtW- 
(N.  D„  p.  58.)  In  1601  (after  July  i)  his  company  nai 
Valencia.  {N.  D.^  p.  59.)  From  Aug.  till  the  end  of  Nov..  t60t 
he  represented  twelve  coraedias  privately  before  the  Qu«9.  * 
Valladolid,  receiving  j6oo  reals.  (Bull  Hisp.  (1907).  p.  j6»} 
In  1610  he  was  residing  in  Toledo.  For  his  early  represenOO* 
( 1601 )  in  Madrid,  v.  Appendix  A.  He  died  before  Juljr  xy  l6*J. 
when  his  wife  is  mentioned  as  "the  widow  of  Oaspar  de  Pone. 
formerly  a  resident  of  Toledo."  He  had  two  sons.  Dr.  ilitat'c 
Porrcs,  a  graduate  of  Salamanca  (l599)  and  a  friend  of  L(^ 
de  Vega,  and  Juan  de  Porrcs,  who  assisted  his  father  in  hif  tta*" 
rical  companies  {1603).  v.  Perez  Pastor,  Froerso  de  Ltp*  i* 
Vega,  p.  258.  He  first  represented  Lope's  Jorge  Toledtim,  ^ 
doubtless  many  others  of  his  comedias. 

Porr.es  (Juan  de),  son  of  Caspar  de  Porrcs.  In  June,  l6o*» 
he  was  more  than  twenty  and  le^  than  twcnry-five  yen*  cU,  •*■ 
was  employed  by  his  father.  In  1609  he  was  atfftiacil  «Mf«rai 
elcaidf  of  the  prison  of  the  town  of  Atienza. 

PoRRES  (D*  Maria  i>e),  daughter  of  Caspar  de  Porrtf:^ 
was  married  in  1623. 

Pozo  (Antokia  del),  v.  Patata  (La). 

pRADo  (D*  Angela  de),  actress  in  the  Corpus  festival  ltd* 
villa  of  Hita  in  1637. 

Prado  (Antonio  de),  or  Antonio  Garcia  de  Prado,  ha^ 
autor  de  comedias,  born  In  I594(  ?)  (S.-A.,  p.  275;  1584  i»pi»i»" 
bly  nearer  the  correct  date.  See  below  under  LoreMSO  >• 
Praoo),  and  notable  in  after  years  for  his  obesity.  In  1614  ^ 
belonged  to  the  company  of  Juan  Acacio  in  Toledo,  and  hb  b** 
occurs  in  the  cast  of  Tirso's  La  Tercera  de  la  Sancta  JmmiM{]k^^ 
in  1616).    Perhaps  this  was  the  company  of  Pedro  LJofail& 
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Dec  24,  1622,  Guillen  de  Castro  finished  his  famous  comedia 
La  Tragedia  por  los  Celos,  which  he  wrote  for  Antonio  de  Prado. 
(Paz  7  Melia,  CattHogo,  No.  3299.)  In  Jan.,  Feb.,  March, 
and  June  of  1623  his  company  represented  ten  comedias  before 
the  King  in  the  palace  at  Madrid,  receiving  200  reals  for  each 
performance.  In  1623  and  1624  he  represented  the  autos  at 
Corpus  in  Madrid.  For  his  company  in  1624,  v.  ^.  D.,  p.  206. 
In  1626  his  company  first  represented  Lope's  Amor  con  Vista,  as 
the  MS.  shows.  He  was  in  Seville  with  his  company  in  1 63 1, 
beginning  at  La  Monteria  in  Oct.,  when  he  was  imprisoned  for 
debt  and  his  effects  were  attached.  He  then  lodged  in  the  Calle 
de  Jimios  in  the  posada  del  Caracol.  (Sanchez-Arjona,  p.  274.) 
In  the  following  year  he  performed  in  La  Monteria,  Seville,  from 
April  12  to  June  20,  and  also  represented  the  autos,  which  he 
again  produced  in  1637  ^"d  1639,  and  in  the  former  year  gave 
sixty  representations  in  the  Coliseo,  and  in  the  latter  acted  at  La 
Monteria.  In  1635  he  again  represented  ten  comedias  before  the 
King,  and  in  1648  eig^t  comedias.  He  represented  autos  in 
Madrid  in  1633,  1635,  1636,  1642.  On  Oct.  24,  164S,  he  began 
to  represent  once  more  in  Madrid,  where  we  find  him  in  1647, 
1648, 1649,  and  1650,  also  representing  autos.  He  died  in  Madrid, 
in  the  Calle  de  las  Huertas,  on  April  14,  1651,  and  his  company 
was  taken  up  by  his  son  Sebastian  de  Prado.  Antonio  de  Prado 
was  twice  married,  first  to  Isabel  Ana,  daughter  of  a  physician  of 
Toledo.  She  was  extremely  beautiful  and  of  unblemished  repu- 
tation, and  is  said  to  have  died  by  poison.  Perhaps  her  name 
was  Isabel  Ana  Garces,  for  in  1631  Dona  Luisa  Garces  is  styled 
mother-in-law  (suegra)  of  Antonio  de  Prado.  {Averiguador, 
Vol.  I,  p.  26.)  Isabel  Ana  had  three  children:  Sebastian,  Lorenzo, 
and  Maria.  After  her  death  (and  before  1634)  Prado  married 
Mariana  Vaca  de  Morales  (bom  in  1603?),  daughter  of  Juan  de 
Morales  Medrano  and  Jusepa  Vaca,  and  by  her  had  two  children : 
Jose  and  Diego.  The  company  of  Prado  at  the  close  of  his  career, 
in  1650,  when  he  represented  autos  at  Madrid,  was  as  follows: 
Antonio  Garcia  de  Prado,  Juan  de  la  Calle,  Cosme  Perez,  Manuel 
Francisco  Martinez  (Brillante),  Gaspar  de  Valdes,  Antonio  de 
E^scamilla,  Luis  de  Mendoza,  Francisco  de  San  Miguel,  Juan  de 
Tapia,  Jose  de  Prado;  Mariana  Vaca,  Bemarda  Manuela,  Rufina 
Justa,  and  Maria  de  Escamilla.    ( Calderon  Documentos,  ed.  Perez 
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Pastor,  p.  170.)     For  Prado's  company  In  1633,  v.  Cotarelo,  Tmt. 
p.  216;  for  hts  company  in  1639,  Sanchez- Arjona,  p.  314- 

Prado  (Jose  Antonio  Garcia  de),  son  of  Antonio  de  fnk 
and  Mariana  Vaca,  was  a  member  of  his  father's  company  in  lOJl 
He  married  Maria  de  Anaya  (after  1658?),  and  played  #4iw. 
and  had  a  company  in  Seville  and  represented  aulos  in  165J  »i 
1659,  and  in  Jaen  in  t66o.  In  1674.  he  w-as  with  Simon  AffOih; 
in  1675  and  1676  with  Escamilla;  1677  and  1678  with  Agun 
Manuel;  1680  with  Jeronimo  Garcia;  1681  with  Manuc!  VjUcj* 
In  1679  he  had  a  company  in  Madrid,  v,  Cufderon  DoaunftK. 
p.  357.  He  was  also  a  play-wrightj  his  comedia  Packtfta  j  Pdf 
mequrs  was  licensed  in  1674,  while  Convertirse  e!  ttud  f»  fc^ 
it  is  said,  was  finished  in  Paris  on  Aug.  i,  1625.  This  is  in  ■»• 
possible  date;  perhaps  1652  is  intended.  (Schack,  Naektrife.f.f/>'' 
Barrera,  Cataiogo.  p.  169.)  For  his  company  in  1658,  *ee  S» 
chez-Arjona,  p.  415. 

Prado  (Juana  de),  wife  of  Gabriel  Angel,  farsantt  in  5Wn^ 
in  1583.     {Bull.  Hup.  (1906),  p.  153-) 

Prado  (Lorenzo  oe),  son  of  Antonio  dc  Prado  and  UiU 
Ana  [Garccs?],  was  a  member  of  his  father's  company  in  i6U 
and  again  in  1632.  (AT.  Z),,  p.  206;  Cotarelo,  Tino.  p.  2l6.)  I* 
i634-36(?)  he  was  again  in  his  father's  company.  (Rotell,  I. 
p.  97.)  These  dates  show  almost  convinangly  that  Aatoait^ 
Prado  must  have  been  born  at  least  ten  years  earlier  than  tke  ^ 
(1594)  given  by  Sanchcx-Afjona  (v.  above).  His  wife  •■ 
Manuela  Mazana,  daughter  of  Juan  Mazana  and  Dorottt  k 
Sierra ;  both  belonged  to  the  company  of  Manuel  Vallejo  in  t^ 
and  to  the  company  of  Lorenzo  Hurtado  in  1642,  he  as  f>wiM» 
and  Manuela  playing  second  parts.  For  the  Corptis  festi«d  ^ 
this  year  at  Seville  he  wrote  a  ha.  two  entremests,  and  dirte  W^ 
(S.-A.,  p.  338.)  He  is  said  to  have  died  of  the  pest  ta  SnA 
in  1649. 

Prado  (Maria  de),  daughter  of  Antonio  de  Prado  and  Inkd 
Ana,  and  wife  of  the  musician  and  composer  Atnhrosio  Dm* 
[Martinez?],  a  Portugu^e;  both  were  in  the  company  of  Ani" 
de  Prado  tn  Valladolid  in  1645  (M.  y  M,,  p.  566).  and  in  d* 
of  Sebastian  de  Prado  in  Nov..  1651.  Maria  played  /«■•• 
damas  in  the  same  company  in  1659  and  1661,  and  st\ 
1662,     In  1657  she  was  with  Diego  Osorio,  in  1663  primtn 
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Jose  Carrillo,  in  1664  with  Barr.  Romero  and  Juan  de  la  Callc, 
ifend  in  1665  with  Francisco  Garcia. 

Prado  (Melchor  de),  actor,  indicted  for  taking  part  in  a 
U>rawl  and  for  attempting  suicide  in  1598.  He  was  a  friend  of 
S^pe  de  Vega.    v.  Life  of  Lope  de  Vega,  p.  25,  n. 

Prado  (Sebastiam  Garcia  de),  eldest  son  of  Antonio  de 
prado  and  Isabel  Ana,  belonged  to  his  father's  company  in  1632, 
playing  ffalanes  jovenes.  In  i6gi,  on  the  death  of  his  father, 
be  took  the  management  of  the  company.  At  that  time  his  wife 
was  Bernarda  Ramircs:,  who  was  a  member  of  the  company,  and 
^ho  also  acted  with  him  in  1659  and  1662,  playing  fifth  and 
fourth  damas  respectively.  In  1659  Sebastian  de  Prado  had  a 
IDompany  with  Juan  de  la  Calle,  and  represented  autoi  in  Madrid ; 
In  1660  (he  left  Madrid  on  April  13)  he  took  a  company  of  play- 
Bra  to  Paris  on  the  occasion  of  the  marriage  of  Maria  Teresa, 
daughter  of  Philip  IV,,  to  Louis  XIV,  He  again  had  a  company 
in  Madrid  and  represented  autos  in  1661;  in  1662  he  managed 
one  jointly  with  Escamilla,  and  represented  one  of  Calderon's 
cu/of  at  Corpus;  in  1670  and  1672  he  was  primer  galan  in  Manuel 
Vallejo's  company,  and  in  1673  with  Felix  Pascual.  He  was 
tamous  in  the  role  of  galan.  In  1674,  after  the  death  of  his  wife, 
le  retired  from  the  stage,  entered  the  Convento  dd  Espiritu  Santo 
It  Madrid,  was  ordained  priest,  passed  to  Rome,  and  died  at  Leg- 
K?rn  hi  1685,  A  member  of  this  family  was  at  the  head  of  a 
iDmpany  tn  Madrid  in  1723.     (Paz  y  Melia,  Catalogs,  No.  1846.) 

PRIMO  (Francisco),  actor  in  the  company  of  Cristobal  de 
Avendano  in  March,  1623. 

Probay  (Jorxe)  or  Giorgio  Proval,  an  Italian;  actor  in  1604 

a  joint  company  in  Borox  at  Corpus. 

PuELLES  (Diego  de),  farsante  in  Madrid  in  1583. 

Qu ADRADO  (Juan),  actor,  native  of  Murcia,  died  in  Madrid 
Feb.  29,   1636.     The  name  Quadrado  occurs  in  the  cast  of 
's  El  piodoio  Araponei  ( 1626). 
QuESADA   (Isabel  de),  actress,  wife  of  Francisco  Solano  in 
4arch,  1638:  "no  sabia  firmar." 

QuESADAS  (Maria  de),  actress  in  a  joint  company  with  San- 
thrz  de  Varies,  Juan  de  Malaguilla,  and  others  in  Madrid  from 
Ihrovectde,  1634,  for  one  year,  playing  principal  parts- 
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QuEVKDo    (JuSEPB  de),   member   of   the   company  of  D 
Osono  in  1659,  and  with  Sebastian  dc  Prado  in   1662:  in 
he  was  with  the  company  of  Felix  Pascual  in  Seville. 

QuiNONES  (Luts  de),  actor  in  the  company  of  Aiotmo 
in  Madrid  in  Nov.,  1605,  and  Jan.,  1606,  and  at  Corpus, 
in  Seville.  In  161O-11  we  find  him  again  in  Riquelme's 
taking  part  in  Lope's  La  buena  Guarda  (a  Quinones  ap|)eai< 
Aurelio  in  Lope's  La  D'ucordia  en  los  Casados,  161 1 ) ,  and  in 
tn  the  company  of  Pedro  Valdcs,  when  he  appeared  in  L<)pf*< 
Dama  boba.  He  entered  the  company  of  Valdes  in  Feb.,  U 
being  engaged  "to  sing  alone  or  accompanied!/'  and  besides  pi 
barbas.    On  Sept.  20,  1614,  he  married  Isabel  de  Velasco. 

QuiNONES  (Margarita  dk),  widow  in  July,   1636:  fo< 
actress?    She  kept  an  actors'  boarding-house  in  Madrid. 

QuiNONES  (Maria  de)j  daughter  of  the  preceding,  pi 
primerai  damas  m  the  company  of  Tomas  Fernandez  in  iftjf" 
In  1640  and  1643  she  was  In  Manuel  Vallcjo's  company  in  Sti 
in  1649  with  Antonio  de  Prado;  in  1659  primera  dama 
Diego  Osorio;  in  1660  with  Pedro  de  la  Rosa,  and  in  the 
year  and  1661  with  EscamiUa;  in  1662  with  Sebastian  de  P 
and  Escamilla,  and  in  the  company  of  the  latter  in  l66j, 
1665,  1670-72.  Barrionuevo  states  {Avisos^  IV,  p.  no\ 
on  her  account  D.  Francisco  Paz,  caballero  del  habito  de  SanI 
was  killed  on  the  evening  of  March  24,  166 1,  at  the  ii 
D.  Gaspar  de  Valdes,  Regidor  of  Madrid.  Maria  de  Qui 
was  celebrated  in  the  role  of  dama,  acting  until  she  wa 
seventy,  and  died  more  than  ninety  years  of  age.  See  also 
Romero  (Mariana). 

QuiRANTE  (Juan)  played  fifth  parts  in  the  company  of 
dalena  Lopez  in  Seville  in  1677. 

QujRANTE  (Pedro)  of  Madrid,  actor.     He  tnajried  thei 
Maria  de  Salazar  in  Valladolid  in  1674.      (M.  y  M.,  p.  | 
His  daughter  Jeronima  Quirante  married    Francisco  dr 
Another  daughter,  PctroniU  Jibaja,  was  also  an  actress. 
QuiROL  (Jaimb),  actor  in  the  company  of  Magdalena 
1674. 
QuiRos,  V.  Lopez  de  Quiros. 

QuiTERiA,  actor  in  the  company  of  Nicolas  de  los  Rioi 
to  1602.     (Rojas,  Viage  entretenido,  p.  465.)     Cortfe,  L'«* 
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iiieraria,  p.  34,  says  that  his  name  was  Hernandez  Quiteria,  while 
iVIarti  y  Monso,  Estudios,  p.  566,  give  it  a$  Quiteria  Alvarez. 

QuiTERlA.  actress  in  the  company  of  Antonio  de  Frado  (about 
1632),  who  appeared  In  Benavente's  cntremes  El  Murmurador. 
(Roscll,  Vol.  1,  p.  143.) 

Ramirez  (Berkarda),  her  husband  Bartolome  de  Rohles,  and 
their  daughter  Maria  Ramirez  were  members  of  the  company  of 
Roquc  de  Figueroa  in  1631-32.  {Cotarelo,  Tirso,  p.  206;  Roscll, 
"Vol.  I,  pp.  109,  224,  232.     In  the  latter  work  the  name  appears 

ronty  as  Bernardat  but  on  p.  232  she  is  called  the  wife  of  Robles.) 
Bernarda  was  again  in  Figucroa's  company,  apparently  in   1635, 
when  her  name  occurs  in  the  cast  of  Rojas  Zorrilla's  Peligrar  en  l»s 
Hemedios  (written  in  Dec,  1634),  as  the  autograph  MS.  shows. 
In  1639  Bernarda  Ramirez  played  sixth  parts  in  the  company  of 
Pedro  de  la  Rosa.     (S.-A,,  p.  327.)     It  is  said  that  she  was  also 
the  wife  of  Cosme  Perez.     {Ibid.,  p.  330.)     This  seems  to  be  a 
mistake.     See  under  Bernarda  Manuela.     In  an   article  on 
£i  Burlador  de  SevUla  by  Sr.  Cotarelo,  in  the  Rev.  de  Arckwos 
(Jan.-Feb.,  1908),  p.  S5,  occurs  the  following  notice  concerning 
Bernarda  Ramirez:  "Estando  para  embarcarse  el  dicho  Bartotome 
dc  Robles  y  Bernarda  Ramirez  (su  mugcr)  con  la  compania  de 
L  Roque  de  Figueroa  en  la  dicha  ciudad  dc  Napoles  para  vcnir  a 
i  Espana,  por  Noviembre  del  afio  pasado  dc  mil  y  seiscientos  y  treinta 
1  y  sictc,  el  Duque  de  S^n  Pedro  habia  robado  a  la  dicha  Bernarda 
■  Ramirez  y  llcvadola  a  Benevento,  donde  habia  estado  en  compania 
del  Duque  de  San  Pedro,  asi  en  la  villa  de  Benevento  como  en 
Napoles  mas  de  dos  anos,  en  cuyo  ticmpo  tuvo  por  hijos  y  del 
<licho  Duquc  al  dicho  D.  Diego  Lopez  y  D*  Jeronima  Lopez,  su 
herniana." 

Ramjrez  (Bernarda)  wife  of  Sebastian  de  Prado.  She  was 
acting  in  his  company  in  1651,  1659,  and  1662,  playing  fourth 
and  fifth  parts.  (Calderon  Documentos,  cd.  Perez  Pastor,  pp.  189, 
^61,  292.)  It  may  be  worth  noting  that  in  1659  both  Bernarda 
Manuela  (playing  second  parts)  and  Bernarda  Ramirez,  playing 
fifth  parts,  were  In  the  same  company.  She  was  the  daughter  of 
Lazaro  Ramirez,  peddler,  and  Catalina  de  Florcs,  "she  of  the 
wonder  that  gave  rise  to  the  Cof radio  de  la  Nofena,"  v.  Rosell, 
Vol.  II,  Appendix.     We  are  told   {ibid.,  p.  344)   that  Bernarda 
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RamtreZt  la  Napolitana,  first  married  Bartolomc  de  Robks  toj 
afterward  became  the  wife  of  Sebastian  de  Prado.  The  wm 
Beatn'z  Ramirez  occurs  in  the  Entremes  del  Nino  Caballm  bj 
Solis,  acted  in  the  Coliseo  del  Buen  Retiro  in  1658.  {Camtdtak 
Solis,  1681,  p.  55.)  It  is  almost  certain  that  this  name  should  br 
Bernarda  Ramirez,  as  it  occurs  only  once.  The  other  plajmiotk 
entremes  are:  la  Beqana,  la  Bor'ja,  Godoy,  Rosa,  Najen,  Coot 
[Perez],  and  Bernarda  Manucla.  From  Che  dialogue  (^  ST. 
col.  1 }  it  seems  to  follow  that  Bernarda  ^lantiela  was  at  dlis  tioc 
the  wife  of  Cosme  Perez.  In  the  Entremes  del  Salta  m  Bon 
(p.  61)  appear;  Cosme,  Godoy,  Bernarda.  [Ramirez?].  Benuii 
Manuela,  la  Befona,  Maria  de  Prado,  Maria  Romero,  »ai  Min 
dc  Quinones, 

Ramirez  (Cristobal),  or  Cristobal  Ramirez  de  la  Ckct 
actor  in  the  company  of  Diego  Jimenez  de  Valenzuela  in  1601 
He  was  an  autor  de  comediai  in  161O,  1612,  and  1613,  Hts  viic 
was  Ines  Sanchez. 

Ramirez  (  Juan)  ,  member  of  the  company  of  Caspar  de  Pono 
in  1593;  be  took  part  in  the  Corpus  festival  at  Seville  in  tk 
preceding  year^  producing  the  autos  La  Redencion  del  Cabn 
and  Las  Cadettas.  According  to  Sanchez-Arjona,  p.  8j,  he  fc« 
represented  Matias  de  los  Reyes's  comedias  Di  Afeniira  f  faurk 
Verdad  and  Que  diran  y  Donaires  de  Pedro  Corchuelo. 

Ramirez  (Marcos)  of  Toledo  is  mentioned  3$  a  weJI-Ibm** 
actor  in  1602.     (Rojas,  Viage,  p.  362.) 

Ramirez  (Maria),  daughter  of  Bernarda  Ramirez  and  B«»- 
lome  de  Robles,  and  a  member  of  Figucroa's  company  in  i6j|i->l' 
In  Rosell,  Vol.  I,  p.  log,  she  is  called  a  sister  of  Bernarda, 

Ramirez  (Micusl)  of  Toledo,  autor  de  comediai  naaoaatt 
as  early  as  Jan.,  1579,  when  he  represented  in  \Iadrid  (5.  A 
{1906),  p.  77);  in  1587  he  represented  one  of  the  otfw  tf 
Madrid.  In  June,  1595,  he  was  in  the  company  of  CisnerottW 
in  1597  in  that  of  Nicolas  de  los  Rios.  He  had  a  companj  M(fu 
in  1602,  and  on  Feb.  26  of  this  year  he  engaged  Agustin  de  Rof* 
author  of  the  Viage  tTttrttenido,  as  a  member  of  his  ctmipuiT.  b 
Dec.,  161 4,  Ramirez  resided  at  Toledo.  He  was  in  the  comtMHf 
of  Nicolas  de  los  Rios  for  some  years,  playing  galaati.  iiidr 
Rosales   played   the   King   and    Rojas   recited    the  loot,      {fiff 
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f  entretenido,  p.  4.93.)      Ramirez  was  one  of  the  interlocutors  m 
the  latter  work.     Miguel  Ramirez  is  also  mentioned  by  Figueroa, 

I  Plaza  Universal,  p.  336,  among  the  distinguished  actors  then 
living  (1615). 
Ramon,  actor  in  the  cast  of  Lope  de  Vega's  El  Sembrar  en 
bttena  T terra  (1616). 
Ramos  (Antonio),  autor  de  comedias  in  1606,  when  his  wife 
was  Eugenia  de  Villegas.  On  Feb.  15,  1636,  his  widow  is  called 
Jusepa  Roman,  q.  v.  He  aod  his  wife  Jusepa  Roman  were  in 
Rosa's  company  in  1635.  (Marti  y  Monso,  Estudias,  p.  566.)    His 

I  name  occurs  in  the  cast  of  Lope's  Sembrar  en  buena  Tierra  { 1616) . 
Ravos  (LuiSA  de),  wife  of  Pantaleon  de  Borja.  Both  belonged 
to  the  company  of  Avendano  in  1:633 (  ?)  i  their  names  occur  in  the 
cast  of  the  entremes  El  Tiempo.  They  were  in  Antonio  de 
Rucda's  company  in  1639-40. 

Real  (Caspar),  musico  in  EscamiUa's  company  in  1661,  1663, 
1664,  1665,  1670,  1671,  and  1672;  in  Sebastian  dc  Prado's  com- 
pany in  1662,  with  Manuel  Vallejo  in  1673,  and  with  Simon 
Aguado  in  1674. 

Real  (Pedro),  actor  in  the  company  of  Pedro  dc  Valdes  in 
1625-26;  in  that  of  Cristobal  de  Salazar  (Alakomti)  tn  l63o(  ?), 
and  in  the  company  of  Bartolome  Romero  in  1634  and  again  be- 
tween 1637  and  1643.    V.  Resell,  V^ol.  I,  p.  221. 

ReiNA  {Eufkasia  Maria  de),  whose  real  name  was  Catalina 
Hernandez,  was  the  wife  of  the  aular  Carlos  dc  Salazar ;  after  his 
death  at  Elche,  in  1648,  she  married  Damian  de  Castro,  son  of 
Matias  de  Castro.  (Sanchez^-Arjona,  p.  484.)  It  is  said  that  she 
plotted  to  have  her  first  husband  (a  Sevillan,  name  unknown) 
killed;  he  disappeared,  and  she  then  married  Salazar.  She  was  in 
the  company  of  Carlos  Vallejo  in  1695,  afterward  retired  to 
Seville,  served  in  a  hospital,  and  led  an  exemplary  life.  v.  Pellicer, 
11,  p.  47. 

Reinoso  (Juan  oe)  took  part  in  the  Corpus  festival  at  Seville 
in  1574, 

Retnoso  (Luisa  de),  wife  of  Miguel  de  Ayuso;  both  were  in 
the  company  of  Claramonte  ffom  June  19,  161 4,  till  Shrovetide. 
161 5i  receiving  7  reals  daily  for  maintenance  and  10  reals  for  each 
performance. 
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REmoso  (LuiSA  de),  wife  oi  the  famous  actor  Damisn  Aris 
de  Peiiaficl  at  least  as  earl}'  as  1620.  She,  her  husband,  her  m 
Francisco  Arias  and  daughter  Luisa  de  Penaficl  were  monliefttt 
Manuel  Vallejo's  company  in  1631. 

Renteria  (Ana  de)»  wife  of  the  actor  Juan  Vivas  in  itii 
(N,  D.,  p.  175)  ;  perhaps  she  is  the  "Ana"  ■who  appeared  in  Priro 
Cebrian's  company  in  Lope  de  Vega's  Quien  mas  no  purde  (t6l6.) 

Renteria  (Felipb  de),  actor  in  Madrid  In  1584;  perhaps^ 
is  the  Renteria  mentioned  as  a  famous  actor  by  Suarez  de  FiguooL 
PleiKn  Universal,  p.  336,  as  being  then  (161 5)  deceased. 

Reyes,  v.  Coca  y  Reyes. 

Reyes  (Baltasara  de  LOS).  la  B^lt^tara,  famous  actress,  ^ 
of  Miguel  Ruiz;  both  were  in  the  company  of  Caspar  dc  Porto 
in  1604.-05,  receiving  16  reals  for  each  rcpr«cntation^  6  ttsit 
daily  for  maintenance,  and  expenses  of  travel,  and  both  belongti 
to  the  company  of  Melchor  dc  Leon  in  1607,  She  and  her  bus- 
band  are  characters  in  the  comedia  La  Baitasara,  written  for  he 
by  Luis  Vclcz  dc  Guevara,  Antonio  Cocllo,  and  Francisco  <if 
Roxas.  Pellicer  calls  her  Francisca  Baltasara,  "a  no  less  celcbritH 
actress  than  holy  anchorite."  She  achieved  her  greatest  triuctpii 
in  the  company  of  Heredia.  At  the  height  of  her  succo*  ihc 
withdrew  from  the  stage  and  entered  a  hermitage  dedicased  o 
St.  John  the  Baptist,  near  Cartagena.  {Ibid..  VoL  II,  p,  5a)  A^ 
cording  to  Perez  Pastor,  Bibiiotfrafia  MadriUHa,  III,  p.  3*5. 
Miguel  Ruiz  and  his  wife  Ana  Martinez  were,  apparently,  in  tk 
company  of  Baltasar  Finedo  in  Salamanca  m  Nov.,  1607,  and  boA 
were  again  in  Pincdo's  company  in  Madrid,  in  Feb.,  i6n. 

Reyes  {Catalina  de  los),  daughter  of  Melchor  de  los  Reye 
and  Dona  Bernardina  de  Sotomayor,  married  the  actor  AaMW 
de  Rueda,  then  in  the  company  of  Olmedo  in  Cadiz,  M.MiifH'a* 
before  Nov.  15.  1630.    v.  Rueda. 

Reyes  (Caspar  de  los),  manager  of  the  CompaSia  Etpatti 
in  May,  i602,  jointly  with  Pedro  Rodriguez  and  Diegp  dc  Raftf> 
He  represented  in  Valiadolid  in  this  year.  His  w^ife  was  Gregsni 
de  Guerma.  At  the  end  of  June  they  represented  in  Bares  it 
Avila  two  comedias  "a  lo  divino"  :  El  Castiffo  rn  la  fanofl^nM  tol 
Loi  Martires  Japonescs,  and  two  comedias  '* a  lo  humano"  :  ElCv'dt 
Alarcoi  and  El  Cerco  df  Cordota.  He  is  mentioned  by  RofA 
Vifige,  p.  13. 
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Reyes  (D*  Jacinta),  actress  in  Valladolid  in  1643,  when  she 
married  the  actor  Francisco  Garcia,  "vtcino  de  Granada."     (M.  y 

»M..  p.  566.) 
Reyes  (Juana  oe  los).  Her  name  occurs  in  the  cast  of 
Tirao's  Cehs  con  Celot  se  curan  (after  l62s)i  i"  which  she  ap- 
peared as  Sirena. 
■  Ro'ES  (Maria  de  los),  whose  parentage  is  unknown,  was 
brotighr  up  by  the  actor  Juan  de  los  Reyes,  and  assumed  his  name. 
She  entered  the  Cafradia  de  la  Novena  in  1668,  and  was  the  wife 
of  Juan  Bautista  Loche.  She  played  fourth  parts  in  Escam ilia's 
company  in  1670;  fifth  parts  in  the  same  company  in  1671  and 
1673,  and  itgundm  damat  with  Manuel  Vallejo  in  1673.  She  died 
in  the  Calle  de  Francos  in  1674. 

Reves  (Mariana  de  los),  called  la  Carbonertt{  ?),  wife  of  the 
actor  Jeronimo  Carboncra,  In  1637  Jeronimo  Carbonera  and  his 
wife  Mariana  de  los  Reyes  took  part  in  the  Corpus  festival  at 
Barajas.  {N.  D..  p.  261.)  On  Sept.  1,  1637,  Mariana  dc  los 
Reyes,  wife  of  Jeronimo  Carbonera,  agreed  to  act  in  Romero's 
company  until  Shrovetide,  1638,  playing  second  parts,  {Ibid.. 
P-  ^73-)  ]^^'  tS>  16381  Mariana  dc  los  Reyes,  wife  of  Jeronimo 
Carbonera,  agreed  to  act  in  the  company  of  Segundo  de  Morales 
for  one  year,  to  play  first  parts,  sing,  and  dance.  {Ibid.,  p.  280.) 
Jin.  20,  1639,  Mariana  dc  los  Reyes,  wife  of  Jeronimo  Car- 
bonera, agreed  to  play  first  parts  in  the  company  of  Andres  dc  la 
Vega  for  one  year.  {Ibid.,  p.  302.)  June  21,  1639,  Mariana  de 
ios  Reyes  was  a  member  of  the  company  of  Andres  de  la  Vega. 
(Ibid.,  p.  315.)  Sept.  6,  1640,  Andres  de  la  Vega  contracted  to 
represent  two  comedias  at  the  villa  del  Escurial,  "if  his  wife  be  one 
of  the  company,  but  if  la  Carbonera  goes,  then  he  is  to  give  three 
comedias."  {Ibid.,  p,  32^.)  Mariana  dc  los  Reyes  must  have  died 
or  been  divorced  sometime  before  Oct.  3,  1643,  for  on  that  date 
Mariana  Ladron  de  Guevara,  wife  of  Jeronimo  Carbonera,  exe- 
cuted her  last  will.  (Ibid.,  p.  331.)  In  this  will  she  requests  that 
some  costumes  be  recovered  "which  she  has  in  the  possession  of 
Andres  dc  la  Vega."  She  had  therefore  been  an  actress  in  the 
latter 's  company.  The  first  notice  that  we  have  of  "Mariana,  la 
Carbonera,"  is  in  1635,  when  she  played  firimeras  damat  in  the 
company  of  Alonso  de  Olmedo  in  Seville.  ( Sanchez- Arjona, 
p.  297.)    The  question  is:  Which  of  these  two  actresses  was  called 
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la  Carbonera,  or  was  not  the  name  simply  applird  to  tbc  wife  nc 
wives  of  Jeronimo  Carbonera,  one  after  the  other?  Avft^iih 
fl  discrete. 

Reyes  y  Coca,  v.  Coca  y  Reyes. 

Reynoso  y  Villacorti  (Jeronimo),  native  of  Leon,  tonri 
the  company  of  Alonso  Riquelme  for  two  years  from  Mirdl  H 
1602. 

RiAZA  (Sebastian  de),  actor  in  the  company  of  Yrwaa 
Lopez  in  Seville  in  1660. 

RiBAS,  V.  RiVAS. 

RiBERA  (Antonia  de),  sctTcss  in  Naplcs  in  1635,  mA  ifl  l6j6 
became  an  Augustinian  nun  in  S.  Giacorao  alia  Lungxra.  t.  Cnxt 
/  Tealri  Je  Nafroli,  p,  122. 

RiBERA  (DoROTEA  de)  appeared  in  Caldcron's  L*  YUt  n 
Suen«,  Lope's  D,  Juan  de  Austria,  and  Ro}as  Zorrilla's  Count  ftf 
veriffane  at  Corpus  in  1636  in  Madrid. 

RiBERA  (Fabiax  de),  actor  in  the  company  of  Jeroninw  Vfln- 
quez,  1584-go.     He  is  mentioned  by  Rojas,  f'^iage.  p.  12. 

RiEERA  (Magdalena  de),  wife  of  Francisco  de  Verpra;  W 
were  in  Damian  Espinosa's  company  in  March,  1639—40. 

RiBERA  (Pedro  oe)  and  his  wife  Catalina  de  Monsalve  ■« 
in  the  company  of  Alonso  de  Olmedo  in  1621. 

RiBERO  or  RiBERA  (Ana  MaRIa  De)  of  Valladoli^  irifv  of 
Cristobal  Ortiz  de  Villazan  (Jan.,  1614),  and  acting  in  ih* 
pany  of  Pedro  de  Valdcs  in  that  year,  when  she  and  her 
appeared  in  Lope's  La  Dama  boba.  She  was  in  her  bislMnd't 
company  in  Seville  in  1619  and  1620,  and  in  the  latter  yeariccdR^ 
a  gratuity  of  20  ducats.  In  162 1  she  and  her  husband  u-eTC  tn  ^ 
company  of  Alonso  dc  Olmedo. 

RiBERO  (Bartolome),  actOT  in  the  company  of  BaJtasar  Pi»rf» 
in  Valladolid  in  1604.     (M-  y  M.,  p.  566.) 

RicoL  (Esperanza),  member  of  the  company  of  Estehau  Hi^s 
in  Seville  in  1654. 

RijA  (Leonor),  muiata,  dancer  and  player  of  die  pif** 
sonajas,  and  timbrel  at  the  Corpus  festival  in  Seville  in  1590.  Sht 
performed  "en  union  Jg  otras  cuatro  muiatas  y  dof  hQmkm^  ni 
received  80  ducats. 

Rio  (Antonio  del),  actor  in  a  joint  company  in  Jane,  160J. 
with  Luis  de  Castro  and  others. 
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Rio  (Mabja  del),  wife  of  Domingo  Farinas,  was  an  actress  in 
ValladoHd  in  1652.     (M.  y  M.,  p.  567.) 

Rjo  (Ursula  del),  wife  of  Juan  dc  Cuevas  or  Juan  de  la 
Cucva;  both  were  in  the  company  of  Andres  de  la  Vega  in 
1638-39,  and  in  the  company  of  Pedro  de  la  Rosa  in  1639-40, 
playing  fifth  parts.  This  name  also  occurs  spelled  Ursula  de 
Bcrrio,  q.  v. 

Rios  (Jose  Martinez  de  lqs),  son  of  Nicolas  de  Los  Rios,  and 
actor  in  his  company,  who  was  admitted  into  the  Cofradta  on 
Sept.  6,  1 63 1,  and  managed  a  company  in  that  year,  according  to 
Gallardo,  II,  p.  668.  He  had  a  son  named  Jose  de  los  Rios,  also 
an  actor.  The  statements  in  these  Libros  de  la  Cofradta  de  la 
Novena  must  be  received  with  great  caution.  I  can  find  no  con- 
Armation  of  the  above  assertion. 

Rios  (Juan  de  los),  actor  in  the  company  of  Cristobal  Ortiz 
de  Villaxati  in  Seville  in  161 9, 

Rios  (Lorenzo  de  los),  brother  of  the  preceding  and  member 
of  the  same  company,  Both  were  from  Seville,  "en  la  coUacion 
de  San  Pedro." 

Rios  (Nicolas  de  los),  native  of  Toledo  and  a  famous  autor 
de  cemedia!.  In  the  Fiage  entretenida  of  Rojas  (Madrid,  1603, 
p.  132),  Rios  says  that  he  had  then  had  "mas  de  treynta  anos  de 
comedia,"  which  would  fix  the  beginning  of  his  theatrical  career 
about  1570,  In  1583  he  was  indicted  in  Madrid  "por  varioi 
excetot."  In  1586  he  resided  in  Toledo  and  had  a  company  with 
Andres  de  Vargas,  which  represented  in  Seville  in  Oct.,  and  in 
the  following  year  his  company  represented  one  of  the  autos  at 
Madrid,  and  again  in  1590,  1596,  and  1597.  He  also  contracted 
to  produce  the  autot  in  Toledo  in  1596  and  1597.  {B,  H.  ( 1907), 
pp.  361,  362.)  In  1590  Rios  and  Ctsneros  represented  frequently 
in  Madrid,  and  produced  the  three  autos:  Las  Despoioriar  de 
Iftiac,  El  Bellocino  dorado,  and  N.  Senora  de  Loreto.  See  Ap- 
pendix A.  In  1588  he  represented  at  Corpus  In  Seville,  in  1589 
at  Corpus  in  Toledo,  and  again  in  1604,  receiving  4300  reals,  and 
in  Jan.,  1589,  he  was  manager  of  the  company  Los  Eipanolrs,  In 
1598  and  1609  he  again  represented  autos  in  Seville,  and  in  1606 
and  1607  in  Madrid  with  Pincdo.  For  his  company  in  1609, 
V.  S.-A.,  p,  136.  It  appears  that  in  t6oi  Rios  was  commanded 
by  the  King  to  leave  Madrid  with  his  company  and  was  de- 
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prived  of  his  license  to  perform,  because  he  represented  a  cmefil 
which  offended  the  French  Ambassador.  Leaving  his  oocBpii; 
in  Zaragoza,  he  returned  to  Madrid  on  Sept.  lO,  l6oi,  to  peti- 
tion the  King  to  be  allowed  to  return  with  his  comp*nj.  «Uch 
was  granted.  He  represented  for  long  periods  in  Valladolid,  oi 
produced  the  autos  there  with  Villegas  in  1602  and  with  fiiam 
in  1605.  In  Jan.,  1603,  he  represented  five  comedias  privtKir 
before  the  Queen  at  Valladolid,  and  on  Feb.  10,  l603t  he  npn- 
sented  a  comedia  before  the  Duke  of  Lerma  in  the  Huerta  it  I* 
Ribtra  del  Piiuer^n.  He  again  performed  before  the  Qwen  ir 
Burgos  in  June  and  at  Valladolid  on  July  13,  1603.  (fi.  H- 
(1907),  p.  368.)  In  Nov.,  1603,  he  again  took  his  compaof  0 
Valladolid,  and  played  four  comedias  before  the  King  at  TeA- 
sillas.  He  was  one  of  the  eight  autores  authorized  by  ^  it 
tree  of  1603.  On  April  28,  1603,  Rios  married  Magdilctu  ii( 
Roblcs  in  Valladolid.  (Cortes,  Una  Cortr  iiieraria.  p.  35.)  Tk 
witnesses  to  his  marriage  were  three  members  of  his  amp^r- 
Agustin  dc  Rojas,  Miguel  Ramirez,  and  Bartolome  Calvo  de  Am. 
The  other  members  were:  Juana  Vazquez,  Hernandez  QuitB». 
Bartolome  de  Torres,  Bartolomico  and  Maria  (children),  ftdi* 
de  Callenueva,  [Marco?]  Antonio,  Agustin  Solano,  and  )«• 
Bautista  Rosales,  Rios  seems  to  have  represented  at  the  Cmfii 
festival  of  this  year  in  Medina  del  Campo.  (B.  H.  (IQO?)* 
p.  367.)  In  April,  1607,  his  wife  was  Ines  de  Lara.  He  Sd 
on  March  29,  1610,  of  apoplexy,  in  the  Calle  de  las  HvffVt, 
Madrid,  his  wife  surviving  him.  (The  date  of  the  "tnenoraT 
of  Rios,  Feb.  6,  161 2,  published  by  Perez  Pastor,  N,  D..  pc 
must  be  a  mistake;  it  is  doubtlc^  1602.)  His  house  adj 
Church  of  the  Barefoot  Trinitarians  of  San  Ildefonso.  mi  ^ 
noise  of  music,  dancing,  and  rehearsals  therein  caxis^d  it  fimUf  ta 
be  incorporated  in  the  convent  by  royal  decree  of  Aug.  13,  l6l^ 
In  the  course  of  his  career  Rios  first  produced  a  number  of  Lo^'l 
comedias:  before  1603,  his  La  Bella  mal  maruiada — {joft  ciO* 
him  "Mar  de  donayre  y  natural  gracia";  El  inffrata  arrepttuidt; 
El  verdaderQ  Amante;  El  Cakallero  de  lUercas:  El  Remrdim  I* 
la  Desdicha,  "Representola  Rios,  unico  Representante" ;  Ls  Ft 
$iUQ.  El  Sol  paradQ,  and  El  Ruyienor  df  Sevilla.  For  his 
in  I&09,  V,  Sanchez- Arjona,  p.  136.     He  is  mentioned  b)'  Ro)* 


SPANISH  ACTORS  AND  ACTRESSES     573 

Viage,  p.  131,  among  the  "far&antcs  que  han  hecho  farsas,  loas, 
baylcs,"  etc.  Rios  and  Solano  at  one  time  belonged  to  the  "honrada 
compania"  of  Martinazos  in  Valencia.  {Ibid.,  p.  Qi.)  The  com- 
pany of  Ri'os  In  i6oo(?)  consisted  of  Juana  Vazquez,  Rojas, 
Quiteria,  Torres,  Bartolico  and  Maria  (ninoj),  Callertueva,  Arze, 
Ramirez  (played  ffolanci),  Rosales,  Antonio^  and  Solano.     {Ibid., 

pp.  463-465.) 

RiQUELME  (Alonso),  native  of  Seville  and  celebrated  autor  de 
comedias,  much  favored  by  Lope  de  Vega.  He  had  a  company  at 
least  as  early  as  iboa,  when  his  wife  was  Micacla  de  Gadea. 
On  July  8,  1605,  he  petitioned  to  be  released  from  the  prison  at 
Vailadolid  (in  which  he  was  confined  for  a  debt  of  9CX>  reals), 
on  giving  security  for  the  amount.  On  Jan.  i,  1606,  he  is  styled 
OUtor  de  tomedids  de  los  nombradas  par  S.  M.,  but  his  name  is 
not  included  in  the  decree  of  1603.  In  1607  he  represented  the 
autot  at  Seville  with  Caspar  de  Porres,  and  again  in  161 1,  when 
Lope  de  Vega  wrote  the  four  aw/w.  For  his  company  in  1607 
(in  which  Micacla  de  Gadea  also  acted),  see  S.-A.,  p.  ia6.  On 
March  30,  1608,  then  a  widower,  Riquclmc  married  Cacalina  de 
Valcazar,  widow  of  Gabriel  Vaca.  He  also  represented  autos  at 
Madrid  in  1608  (in  this  year  he  performed  for  thirty  days  in 
Toledo,  beginning  on  June  20),  1610,  1613,  and  in  Toledo  in 
i6j5  and  1617,  and  was  one  of  the  twelve  eutores  authorized  by 
the  decree  of  161 5.  In  1610  (after  July  i)  he  took  his  company 
to  Lisbon.  He  first  represented  a  number  of  Lope  de  Vega's 
comedias:  La  buena  Guards  ( r6lo)  ;  La  Madre  de  la  Mejor;  La 
Arcadia;  Ei  Halcvn  de  Federko;  El  Alcalde  mayor;  Los  Etpa/iolet 
en  flandes;  La  mai  Casada;  Querer  la  propia  Desdicha;  Santiago 
el  Verde  and  La  Histaria  de  Tobias.  He  had  a  company  in  1619, 
and  in  Oct.,  1621,  represented  Lope's  El  Principe  perfecto  {z* 
parte),  the  latest  date  that  t  have  found.  See  Paz  y  Melia,  Catd- 
toffo.  No.  2737. 

RlQUELME  { J ACinro),  autor  de  comedias.  In  1645  he  married 
the  actress  Francisca  Verdugp.  (Marti  y  Monso,  Estudios.  p.  567.) 
Both  were  then,  apparently,  in  the  company  of  Bartolome  Romero. 
He  represented  the  aulas  in  Seville  in  1652  with  Pedro  de  la  Rosa. 
(S.-A.,  p.  402.)  Having  broken  his  contract  with  the  manage- 
ment of  La  Monttria,  Seville,  his  wardrobe  was  seized,  and  in  the 
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following  year  he  was  again  imprisoned.  He  represented  oat  d 
the  auloi  of  1653,  and  died  before  1655,  when  his  wiie  Tnnaaa 
Verdugo  represented  the  auto$  in  Madrid.  ( CaJdtr9»  D*c^  \, 
p,  238.    See  also  Barrionuevo,  Avhos,  II,  p.  222.) 

RiQUELME  (Marja  de),  famous  actress,  daughter  of  Akap 
Riquelme,  and  noted  for  her  virtuous  and  exemplary  life  9i 
was  the  second  wife  (married  after  1623)  of  the  autor  Je  ronwiiB 
Manuel  Vallejo,  and  was  a  member  of  his  company  in  1631.  Od 
St,  John's  eve  of  this  year  she  appeared  in  Quevedo's  coradii 
Quien  mm  mienle  medra  mas,  and  in  1652  acted  in  Lope  de  V-epi 
El  Castisa  sin  Venffanza,  playing  the  part  of  Casandra-  S«  B? 
article  "Ueber  Lope  de  Vega's  El  Caitigo  sin  V enganxar  IB  1^ 
Zeitsckrifi  fiir  Romanische  Phil.,  Vol.  XXV,  pp.  411-4!).  !■ 
1632  she  appeared  in  the  entremes  El  Casamiento  de  U  C^ 
Mayor  eon  el  Prado  vit'jo.  v.  Rosell,  V^ol.  I,  p.  277.  On  ti* 
death  of  her  husband  (1644)  she  devoted  herself  to  religion,  n' 
died  in  Barcelona  in  1 656.    See  text,  p.  163. 

RiSQLTES  (Leonardo  de),  actor  in  the  company  of  Cristobal  k 
Avendano  in  1622. 

R.JVAS  {JUAK  de),  autor  de  comedias,  represented  for  the  fii« 
time  in  the  Corral  de  Puente  on  Oct.  25,  1579,  and  then  only  onot 
In  1590  he  was  residing  in  the  Calle  de  la  Crur;  his  w-ift  w» 
Juana  Romero. 

RiVAS  (JusEPE  de),  member  of  the  company  of  Manuel  V'lUeji 
in  1 63 1  and  in  1640  in  Seville. 

RtVAS  (Manuel  de)  of  Plasenda,  actor  in  the  conviar  <* 
Diego  Vallejo  in  Seville  in  1619. 

RivAS  Carrillo  (Domingo),  member  of  a  joint  campKOf  M 
Madrid  in  June,  1603,  with  Luis  de  Castro  and  others. 

Rivera  (  Francisco  de)  .  lessee  of  the  Colisro  at  Seville  in  idl^ 

Rivera  (Juan  Francisco  de),  actor  in  the  company  of  €■!■ 
de  Salazar  in  Seville  in  1675,  and  barba  in  the  company  of  PlWi 
Martin  de  Morales  in  1678.    His  wife  was  D*  Maria  de  Ftguafi- 

Rivera,  v.  also  under  Ribera. 

RoBLEDO  (DiEOO  de),  actor  in  a  joint  company  with  Francoci 
Lopez  on  March  31,  1633.  Robledo,  hJs  wife  Josefa  de  b  Vegk 
and  their  son  Juan  were  admitted  to  the  Cofradia  de  la  yimvtm 
on  March  14,  1632,  being  then  members  of  the  oompuiir  ^ 
Cristobal  de  Avendano.     (Cotarelo,  Tirso,  p.  202.)     In  ib^Stf^ 
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1640-41  Robledo  was  in  the  company  of  Bartolome  Romero,  and 
in  1642  he  played  second  galanes  in  the  company  of  Luis  Hurtado 
in  Seville.    (S.-A.,  p.  356.    See  also  Rosell,  Vol.  I,  p.  200.) 

RoBLENO  (Alonso),  actor  in  the  sixteenth  century  Entremes  de 
un  Hijo  que  nego  a  su  Padre.    See  p.  406. 

RoBLES  (Alonso  de)  agreed  to  sing  in  the  company  of  Juan 
Jeronimo  Valenciano  from  Shrovetide,  1624,  to  1625. 

RoBLES  (D*  Ana  de),  widow  in  1639,  when  ^e  agreed  to  play 
second  parts  in  the  Corpus  festival  at  Brunete;  she  was  in  the 
company  of  Juan  Rodriguez  de  Antriago  at  the  Corpus  festival  at 
the  villa  of  Borox  in  that  year. 

RoBLES  (Bartolome  de)  and  his  wife  Mariana  de  Guevara 
took  part  in  the  Corpus  festival  in  Buendia  in  1619  (N.  D., 
p.  170) ;  in  1621  he  and  his  wife  Micaela  Lopez  acted  in  the 
Corpus  festival  in  Madrid  {ibid.,  p.  189).  In  August,  1623, 
Bartolome  de  Robles  and  his  wife  Mariana  de  Robles  y  Varela 
bought  a  house  in  the  Calle  del  Infante  from  Luis  de  Monzon, 
one  of  the  lessees  of  the  theaters  of  Madrid  {ibid.,  p.  199).  In 
1 63 1  Bartolome  de  Robles,  his  wife  Bernarda  Ramirez  and  her 
daughter  (sister?)  Maria  Ramirez  were  members  of  the  company 
of  Roque  de  Figueroa  (Cotarelo,  Tirso,  p.  206),  and  in  1643 
Bartolome  de  Robles  and  his  wife  Alfonsa  de  Haro  were  members 
of  the  company  of  Tomas  Diaz  in  Seville.  If  this  be  the  same 
Bartholomew,  his  matrimonial  record  is  unequaled  in  the  annals 
of  the  Spanish  stage.    See  Paz  y  Melia,  Catdlogo,  No.  2550. 

Robles  (Francisco  de),  actor  In  1609  in  Madrid;  in  1622  he 
belonged  to  the  company  of  Cristobal  de  Avendano;  in  1623  to 
the  company  of  Pedro  de  Valdes,  and  in  1624  he  was  with  Juan 
de  Morales  Medrano. 

Robles  (Gines  de),  member  of  the  company  of  Juan  Bautista 
Valenciano  in  March,  1623.    {Bull.  Hisp.  (1908),  p.  248.) 

Robles  (Ines  de),  "single  woman,"  in  the  company  of  Bar- 
tolome Romero,  from  March  24,  1638,  for  one  year. 

Robles  (Juan  de),  actor  of  the  company  of  Pedro  de  la  Rosa 
in  Seville  in  1639. 

Robles  (Luisa  de),  wife  of  the  actor  Juan  de  Labadia.  On 
June  19,  1618,  she  is  described  as  his  widow.  About  this  time,  or 
perhaps  earlier,  believing  her  husband  dead,  she  married  Alonso 
de  Olmedo,  q.  v.,  and  appeared  in  Alarcon's  tragedy  El  Antecristo. 
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In  i6ai  she  was  in  the  company  of  Alonso  dc  Olmcd&  {8A 
Hisp.  (1908),  p.  244.)  In  Sept.,  1623,  she  »  described  ■■ 
"single  woman  over  twenti*-fivc  years  old,"  and  bdongpi  »lfc 
company  of  Manuel  Vallejo,  and  in  Alarch,  1624,  she  wisialk 
company  of  Antonio  de  Prado.  Perhaps  she  is  die  LnM  >h 
appeared  as  Narcisa  in  Tirso's  Celos  can  Celas  se  cum  {(61$). 
In  1627  she  and  her  husband  Juan  de  Labadia  were  acting  ifl  ike 
company  of  Manuel  Simon  in  the  Coiiseo  in  Scviile.  Sec  the  JW! 
concerning  her  under  Olmeix)  (Alonso  de),  and  also  FcnuD^ 
Guerra,  Alarcon,  pp.  291  ff. 

RoBLBS  (Magdalena  de).  first  wife  of  Nicolas  de  !«  Ri« 
whom  she  married  in  Valladolfd,  April  28,  1603. 

ROKLES  (Terbsa  de).  actress  in  the  compajiy  of  Antodt^  ^ 
Escamilla  in  1675  and  1676,  playing  fifth  p^rts;  in  1678  dK«s 
in  AgustJn  Manuel's  company;  in  1679  ^th  Jose  de  Fn6a,wi 
in  1681  with  Carvajal. 

RoBL&s  Y  Varela  (Mariana  de) ,  wife  of  the  aaor  Butdan 
de  Robles  in  August,  1623. 

ROBLES,  V.  DlA2  DE  ROBLES  (PEDUO). 

Roc  A  Paula,  one  of  the  earliest  of  Spanish  actresse;  Ac** 
the  wife  of  Agustin  Solano  in  15&4. 

RoCHA  (Diego  de  la),  actor  In  the  company  of  Je»ani"» 
Velazquez  in  1590.  He  is  mentioned  by  Lope  de  Vegi  ia  (^ 
prologue  to  his  Comtdias,  Part  XVI  ( 162 1 ),  among  theodebwri 
actors  who  were  then  rapidly  disappearing, 

RoDENAS  (Francisco),  actor.  His  wife  was  Mtrwi  Mtf- 
garita  Ruiz,  actress  in  162J.  Marina  was  born  xn  Ed|lk  (^ 
daughter  of  Lope  and  Juana  Ruiz. 

Rodriguez  (Alonso)  of  Seville  was  one  of  the  earliert  «••'* 
de  camediai.  We  find  him  in  Madrid  in  1574,  when  be  pt*" 
formed  in  the  Corral  de  BurguiUos,  He  represented  at  Owp** 
Scviile  in  1573  and  i575i  and  in  1 579  produced,  in  tlic  Hmriti' 
Dotit}  Elvira,  for  the  first  time  the  following  plays  of  Jioa  it  b 
Cucva:  La  Muerte  del  Rey  don  Sancko  y  Relo  de  Zamor*pm(^ 
Diego  Ordonez.  El  Saco  de  Roma  y  Muerte  de  Borttm  j  nn"*- 
cian  de  nuettro  invicto  Emperador  Carlos  V,  and  Lot  tiett  lafMaKi 
de  Lara.  In  May,  1580,  Alonso  Rodriguez,  'S^ecino  de  Sct^' 
was  in  Toledo,  and  represented  three  autot  in  that  year,  recnn>( 
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210  ducats.  On  Feb.  7,  1586,  we  find  Alonso  Rodriguez,  "vecino 
de  Sevilla,"  called  "residente  en  Madrid,"  whither  he  had  come 
with  his  company  from  Toledo.    (Nuevos  Datos,  p.  16.) 

Rodriguez  (Alonso),  "el  Toledano,"  represented  in  the  Corral 
de  Puente,  Madrid,  on  Aug.  15,  1579,  and  again  performed  in 
Madrid  on  Oct.  28,  158a  On  Dec  10,  1581,  Alonso  Rodriguez, 
"el  de  Toledo,"  represented  in  the  Corral  de  Puente,  and  likewise 
on  Dec  17  and  18,  and  in  1582  on  Dec  I2,  18,  19,  21,  25,  26,  27, 
28.  (v.  Appendix  A)*  On  Majr  25,  1583,  Alonso  Rodriguez 
represented  in  Madrid  (ibid.),  where  we  find  him  in  Feb.,  1584. 
Whether  the  latter  was  the  "Toledan"  or  the  "Sevillan,"  is  not 
suted.    (Bull.  Hisp.  ( 1906) ,  p.  364.) 

Rodriguez  (Alonso)  and  his  wife  Mariana  Cabello  were  in 
Domingo  Balbin's  company  in  1613  in  Seville. 

Rodriguez  (Ana  Maria),  wife  of  the  actor  Juan  Perez  de 
Tapia  (Nov.  15,  1640). 

Rodriguez  (Antouna),  wife  of  the  autor  de  comedias  Gon- 
zalo  de  Alarcon  in  1598. 

Rodriguez  (Antonio)  of  Avila,  actor  in  1619.  In  1621-22 
his  name  occurs  in  the  cast  of  Lope's  Amor,  Pleito  y  Desafio;  in 
1623  he  was  in  the  company  of  Cristobal  de  Avendano,  and 
in  1624  in  Antonio  de  Prado's  company.  In  Feb.,  1633,  he  and 
his  wife  Juana  Margarita  Pinelo  joined  the  company  of  Juan 
Martinez  for  one  year,  he  as  gracioso  and  she  playing  third  parts. 

Rodriguez  ( Bartolome),  ^adojo,  mentioned  by  Rojas,  Viage, 
p.  14. 

Rodriguez  (Diego)  played  fourth  galanes  in  the  company  of 
Pablo  Martin  de  Morales  in  Seville  in  1678. 

Rodriguez  (Francisca),  third  vnfe  {N.  D.,  p.  212)  of  the 
autor  Hernan  Sandiez  de  Vargas  (1619-26).  v.  Bull.  Hisp. 
( 1907),  p.  383,  where  she  is  mentioned  as  the  wife  of  Sanchez  on 
Feb.  22, 1 61 9.    She  was  the  sister  of  Dr.  Francisco  Rodriguez. 

Rodriguez  (Francisco),  his  wife  Maria  Suarez  and  her 
daughter  Antonia  Bemarda  were  members  of  the  company  of 
Manuel  Vallejo  in  1631.  (Cotarelo,  Tirso,  p.  22a)  His  name 
occurs  in  the  cast  of  Lope's  La  gran  Columna  fogosa  ( 1629).  He 
was  also  in  Vellejo's  company  in  1633. 

Rodriguez  (Francisco)  and  his  wife  Sebastiana  Munoz  were 
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in  the  company  of  Juan  Roman  horn  Shrovetide,  1639,  to  164D; 
he  was  in  the  company  of  Bartolorae  Romero  from  March  14, 
1640^  for  two  years. 

Rodriguez  (Caspar),  actor  in  the  company  of  Fernan  Saada 
de  Vargas  from  Oct.  20,  l6j+,  till  Shrovetide^  1636;  on  Feb.  !5, 
1656,  he  agreed  to  play  third  parts  in  the  company  of  Pedro  deb 
Rosa  for  one  year,  and  in  Sept.,  1 65 7,  he  belonged  to  the  jeiac 
company  of  Juan  Rodriguez  dc  Antriago  till  Shrovetide,  1639. 

Rodriguez  (Isabel),  wife  of  the  autor  de  comedins  Jertniap 
Lopez  de  Sustaya  in  March,  1602,  when  both  agreed  to  Kt  isr 
two  years  in  the  company  of  Antonio  Granados;  in  1 603  both 
acting  in  the  company  of  Juan  de  Morales  Medrano.  (N.  D. 
p.  80.) 

Rodriguez  (Isabel),  wife  of  Juan  de  Villanueva;  hodi  «ar 
in  the  company  of  Pedro  dc  Valdes  in  1613—14,  a.nd  appejreJ  is 
Lope  de  Vega's  La  Dama  hoba.  Perhaps  she  was  the  same  tf  tk 
Isabel  Rodriguez  of  the  preceding  article. 

Rodriguez  (  Jeronima)  ,  wife  of  Salvador  dc  Ochoa ;  both  ww 
in  the  company  of  Baltasar  Pinedo  in  Feb.,  161 3. 

Rodriguez  (Jeronima),  wife  of  Pedro  Maldonado  at  Eism. 
1621,  when  both  were  in  the  company  of  Juan  de  Morilo 
Medrano  till  Shrovetide,  1622.  Their  names  occur  in  the  a* 
of  Lope's  Amor,  PMtQ  y  Dn&fio,  finished  Nov.  23,  ibai. 

Rodriguez  (Jeronima),  wife  of  the  actor  Isidor  Gil.  and  bod 
in  the  company  of  Damian  Espinosa  in  March,  1639-40.  PeiW 
the  three  preceding  wives  were  one  and  the  same  Jeronima. 

Rodriguez  (Jeronimo),  actor  in  Madrid   in   1584.    (£iA- 
Hhp.  (1906),  p.  364.)     In  1596  Juan  dc  Albricio,  also  aa 
was  indicted  for  killing  him. 

Rodriguez  (Juan),  actor  in  the  company  of  Esreban  NufiO 
in  Seville  in  1648.  He  was  a  native  of  Granada  and  in  1651 
married  Beatriz  Barba  of  Rioseco,  in  Valladolid,  both  beti^in  ihr 
company  of  Carlos  de  Tapia.  {M.  y  M.,  p.  567.)  In  1660 if 
played  third  galanes  in  Jeronimo  Vallejo's  com^pany,  and  10  167? 
and  1677  in  Ant.  de  Escamilla's.  In  I&80  he  was  apuHttdTVi^ 
company  of  Jeronimo  Garcia. 

Rodriguez  (MARiAhrA),  wife  of  Diego  de  Monserrtte;  I 
were  in  Alonso  Riquclme's  company  from  March,   iboa,  for 
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year,  and  in  the  company  Los  Andaluces  from  March,  1605,  till 
Shrovetide,  1606, 

Rodriguez  (Pablo),  member  of  the  company  of  Luis  Lopez 
in  SeviWe  in  1645  and  1650. 

Rodriguez  (Pedro)  and  his  wife  Marifiores  were  in  the  com- 
pany of  Jeronimo  Velazquez  in  1590.  He  was  manager  of  a  joint 
company  with  Diego  de  Rojas  and  Caspar  de  los  Reyes,  called 
La  Compania  Espanola,  in  May,  i6o3,  and  in  Oct.  of  the  same 
year  he  was  in  the  company  of  Mckhor  dc  L«on.  He  and  his 
wife  were  again  in  the  company  of  Leon  in  1607.  He  had  a 
company  at  the  time  of  his  death,  in  1610.   ( Pellicer,  Vol.  I,  p.  40.) 

Rodriguez  de  Antriago  (Juan),  auior  de  cQmrdias  in  1637, 
1638,  and  1639.  In  1638  he  was  associated  with  Luis  Bernardo 
de  Bovadilla.  His  wife,  who  acted  in  his  company,  was  Juana 
Bernabela.    For  his  company  in  1659,  v,  N.  D,,  p.  312, 

Rodrjguez  de  Villalobos  (Marcos),  lessee  of  the  theater  in 
Toledo  in  1639  and  1640. 

Rojas  (Agustin  de),  actor,  and  author  of  the  Fiage  entretenido 
(j6oj),  and  of  a  comedia  El  Natural  desetuhado  (published  by 
P»2  y  Melia  in  the  Revista  de  Arehlvos,  1900).  He  was  born 
in  Madrid  in  the  Calle  del  Postigo  de  San  Martin,  the  son  of 
Diego  de  Villadiego  and  Lutsa  de  Rojas,  vhrajna,  and  was  bap- 
tized on  September  2,  1572.  (Perez  Pastor,  BibHografia  Madri- 
Itna,  Vol.  II,  Madrid,  1906,  p.  75,)  From  the  age  of  nine  to 
thirteen  he  served  as  a  page,  and  at  fourteen  he  came  to  Seville,  and 
enlisted  in  Castilleja,  remaining  over  two  years  in  the  fortifications 
of  Blaubeie,  and  taking  part  in  various  actions.  For  a  while 
he  was  a  prisoner  in  La  Rochelle,  and  afterward  returned  to 
Spain.  He  again  took  service  in  the  galleons,  and  then  became 
a  scrivener  in  Granada.  He  went  to  Malaga  and  became  an  actor, 
performing  in  Ronda,  Grenada,  and  Seville,  It  was  in  the  latter 
city  that  he  first  saw  the  company  of  Antonio  de  Villegas,  prob- 
ably in  1599-1600,  He  afterward  (1601)  joined  the  company 
of  Nicolas  de  los  Rios.  On  July  8,  1603,  he  sold  the  right  to 
print  and  sell  his  Viage  tntrctenidQ  for  ten  years  to  the  book- 
srller  Francisco  de  Robles  for  100  ducats.  (Perez  Pastor,  Bilflio- 
grafia  Madriltna,  II,  p.  75.  Sec  also  Barrcra,  Caldhgo,  p,  336,) 
The  interlocutors  in  his  Entertaining  Journey  are  the  author  and 
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three  othtr  actors:  Rios,  Miguel  Ramirez,  and  Agustin  Sobm. 
In  Feb.,  1602,  he  joined  the  company  of  Miguel  Ramiret,  and 
the  agreement  then  made  is  printed  by  Perez  Pastor,  Numt  D«t*t. 
p,  351.  Rojas  agreed  to  act  for  one  year,  till  Shrovetide,  1603,  fw 
2800  reals.  Abandoning  the  stage  in  t6o4(  ?),  he  became  a  noon 
and  scrivener  in  Zamora.  That  Rojas  knew  some  French  ai 
Italian  is  shown  in  his  Viage,  pp.  364  and  419.  He  also  ment*at 
the  English  as  writers  of  plays  t 

Los  sabios  Italianos 

escriuieron  muchas  bucnas  [i.e.,  cotnedia>], 

los  Ingleses  ingenio^os, 

gente  Alemana  y  Flamcnca. 

{[bid.,  p.  123.) 


Rojas  (Alfonsa  de),  wife  of  Fernando  Roman;  both 
the  company  of  Carlos  de  Satazar  in  Seville  in  1676. 

Rojas  (Diego  oe),  joint  manager  with  Pedro  Rodrigue*  wl 
Caspar  de  los  Rej-es  of  the  Campania  Espanoia  in  1602. 

Rojas  (Francisco  de),  actor  in  the  company  of  Domingo Bii- 
bin  from  Sept.,  1623,  till  Shrovetide,  1624. 

Rojas  (Maria  de),  wife  of  the  autor  de  comedia  AloMO  ^ 
Heredla  in  July-Sept.,  1604. 

Rojas  (Melchora  de),  wife  of  the  autar  Gabriel  de  la  Tont 
In  1589  they  lived  in  their  own  house  in  the  Calle  de  Anxk. 
below  the  hospital  of  Anton  Martin.     Latest  date,  Julj-  2%,  160I 

Rojas  (Tomas  de),  actor  in  the  company  of  Juan  de  Mo«^  | 
Medrano  in  1624.  He  married  the  celebrated  actress  Maria  ClU^  i 
fon ;  when,  we  do  not  know.  He  is  mentioned  3A  bef  h***' ' 
in  Dec,  1632. 

Rojo  (Jose),  actor  in  the  company  of  Juana  de  Canawii 
Seville  in  1 660.  He  was  second  barba  with  Simon  Apiado  ■* 
Juan  de  la  Calle  in  1662. 

RoMAK  (Fernando)  and  his  wife  Alfonsa  de  Rojas  wnt  i» 
the  company  of  Carlos  de  Salazar  in  Seville  in  1676. 

Roman  (Juan)  had  a  company  before  1636,  and  in  that  i«f 
belonged  to  the  company  of  Tomas  Fernandeaj.  ( Rotell,  VoL  L 
p,  282.)  He  and  his  wife  Ana  Maria  de  Espinosa  wert  ato*** 
ing  in  the  following  year.    On  June  38,  1638.  he  and  b«J  *** 
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Juana  Juares  agreed  to  act  in  the  company  of  Hcrnan  Sanchez 
de  Vargas  for  one  yean  In  Oct.,  1638—39,  he  was  one  of  the 
autorei  dt  comtdias  appointed  by  the  King.  For  his  company  in 
1639,  V,  N.  D,,  p.  305.    See  also  Life  of  Lope  de  Vega,  p.  247. 

Roman  (JusePa),  widow  of  Antonio  Ramos  (Feb.,  1636).  In 
1635.  1636,  1637,  and  1639  she  played  third  parts  in  the  company 
of  Pedro  de  la  Rosa.  In  1637  — 38  (  ?)  she  was  in  the  company  of 
Tomas  Fernandez,  and  appeared  in  the  entremes  La  Guardain- 
fante.  v.  Resell,  Vol.  I,  p.  381,  also  pp.  134,  151,  235,  405,  432. 
Her  name  occurs  in  the  cast  of  Belmonte's  A  un  tiempo  Rey  y 
VtuaUo,  in  1642.  This  appears  also  to  be  the  company  of  Pedro 
de  la  Rosa,    Jusepa's  husband  was  still  living  in  1635. 

Roman  (Maria),  la  Asiuriana,  belonged  to  the  company  of 
Juan  de  Morales  Medrano  in  1624,  In  1636-37  she  was  in  the 
company  of  Tomas  Fernandez  (Rosell,  VoL  I,  p.  288)  ;  and  in 
1639  she  was  in  the  company  of  Juan  Rodriguez  dc  Antriago.  She 
vras  the  wife  of  Tomas  Enriquez,  and  was  vulgarly  called  Marimo- 
rma, 

Romano  (Curcio),  autar  de  comediat,  who  represented  aatos 
at  Toledo  in  1 579.    v.  CuRCio  Romano. 

Rom  ERA  or  Romero  (Ana).  Her  name  appears  as  Ana  Ro- 
mero in  an  obligation  in  which  she  joined  with  her  husband  Andres 
Gutierrez  dc  Olivares  and  Baltasar  Pinedo  and  his  wife  Juana  de 
Villalba  on  Oct.  Il,  J 603,  {N.  D.,  p.  82.)  In  her  will,  dated 
Sept,  7,  1605,  the  name  is  written  Ana  Romera,  and  she  ts  de- 
acribed  as  "the  widow  of  Alonso  dc  Villalba,  and  now  the  wife  of 
Antonio  (sk)  Gutierrez  dc  Olivares,  actor,"  She  had  three  chil- 
dren then  deceased:  Mateo,  Melchor,  and  Isabel  de  Villalba;  and 
three  children  living:  Alonso  dc  Villalba,  Antonio  de  Villalba,  and 
Jtiana  de  Villalba,  besides  a  niece,  Maria  de  Villalba,  daughter  of 
Mateo,  deceased.  (N.  D,,  p.  92.)  Baltasar  Pinedo,  famous  actor 
aird  autor  de  comedian,  was  her  son-in-law,  having  married  her 
daughter  Juana.    See  also  under  Romero  (  Juana). 

Romero  (Acustin)  and  his  wife  Ana  de  Sandoval  were  in  the 
company  of  Jeronimo  Sanchez  from  March  27,  1603,  for  one  year. 
In  1639-40  he  was  prompter  and  bill-poster  (hacer  cartelrs) 
in  the  company  of  Francisco  Velez  de  Guevara,  Pedro  de  Cobateda, 
»nd  Francisco  Alvarez, 

Romero,  musico.  and  his  wife  were  in  the  company  of  Rodrigo 
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Osorio  in  Valencia  toward  the  close  of  the  sixteenth  ceotiirf  (in 
1 588?)-  This  is,  in  all  probability,  the  Bartolome  Romrro,  ■nict^ 
who  was  in  Pinedo's  company  in  161 3.  There  w«$  a  dtviaoQ  of 
his  effects  on  Aug.  1 1  of  that  year,  betvrcen  his  wife  Luin  Raaa» 
and  his  children  Bartolome  and  Maria  Romero.  {BmiL  Hi^ 
(1907).  P-378.) 

Romero  (Bartolome),  son  of  the  preceding,  celciiratd  icsm 
and  aulor  de  eamedias.  He  was  in  the  fxitnpany  of  Crifloiial  <ie 
Avendano  in  1622-33,  and  from  Ash  WednescUy,  162+,  he  »i>^ 
his  wife  Antonio  Manuela  (Anionia  Manuel^  Catalan)  wert  « 
the  company  of  Juan  Bautista  Valcnciano  for  one  j^ear.  \n  i6j6 
they  bought  a  house  in  the  Calle  de  Santa  Maria  for  2300  ducM 
and  in  this  year  Jacinto  Cordcro  wrote  for  him  El  Fatw  n  k 
Stntencia.  (Paz  y  Melia,  Catalogo.  No.  134Z.)  In  1628  b 
company  and  that  of  Andres  de  la  Vega  represented  the  cwt9s  in 
Madrid,  and  in  1631  his  company  produced  the  auttn  in  Setilk; 
in  this  year  he  also  represented  in  La  Afonteria,  when  he  awl  !• 
family  were  received  into  the  Cafradia  de  la  Novrna.  In  i6j4  Vt 
company  and  those  of  Luis  Lopez  and  Pedro  de  Ortegon  njw 
sented  autes  in  Seville,  and  in  1642  with  Lorenzo  Hurtado'* 
pany,  and  again  in  16+3  with  Manuel  Vallejo.  (For  his 
in  1642  and  1643,  v.  S.-A.,  pp.  358.  3:66.)  In.  1636  his 
represented  five  corned i as  privately  before  the  King.  In  this  J** 
hciand  his  wife  appear  to  have  acted  for  a  while  in  the 
of  To  mas  Fernandez,  v.  Rosell,  Vol.  I,  p.  288.  In  1637  he 
a  house  in  the  Calle  del  Amor  de  Dios,  comer  of  the  Calk  k 
Santa  Maria,  and  another  in  the  Calle  de  Francos,  comer  of  4e 
Calle  del  Nino.  He  had  a  famous  company  in  this  year,  s  W" 
lows:  Mariana  de  los  Reyes,  Pedro  Valcazar  and  Maria  dc  ViK 
cazar,  his  wife;  Gabriel  Cintor,  Pedro  Garcia  de  Guevara, T«i» 
Enriquez,  gracioso,  Antonio  Pincro,  Onofre  Pascual,  Man*" 
liano  Eustorquio  de  Morales,  Juan  Perez,  and  the  fanxNS  fdm 
Alonso  de  Osuna.  He  represented  at  the  Buen  Retire  ifl  i6t3& 
and  the  autos  at  Madrid  in  this  year.  In  June,  1638,  he  ig«ei» 
take  his  company  to  Lisbon  for  two  or  three  months  befoir  SIW" 
tide  of  1639.  He  also  performed  fifty  times  in  Valcncta  in  lit 
winter  of  1638.  (iV.  />.,  pp.  297,  298.)  In  1640  he  Tvpttna^ 
sviot  at  Madrid,  receiving  950  ducats  (CalJrrom  Dotwmr*^ 
p.  Ill),  and  again  represented  in  Madrid  in  1658  and  1664.* 


I 
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latter  year  in  conjunction  whK  Juan  de  la  Callc.  In  1640, 
beginning  in  mid-September,  he  gave  twenty  consecutive  perform- 
ances in  Toledo.  He  also  agreed  to  take  his  company  to  Lisbon 
to  perform  from  Nov.,  1640,  until  Shrovetide,  1641.  He  had 
four  children:  Luisa,  Mariana,  Damian,  and  Francisca;  the  latter 
H  mentioned  as  being  quite  young  in  1637.  See  Cotarelo  {Migafas 
del  Ingtnio,  Aladrid,  1908,  p.  215),  who  says  that  Romero  had 
the  following  children:  Euwbia,  Luisa,  Mariana,  Domingo,  Fran- 
cisca, and  Maria  who  in  1655  was  the  widow  of  Jcronimo 
de  Medina  and  in  1658  was  married  to  Hcrcdia  (Jeronimo?). 
For  his  company  in  1637,  1638,  and  1640,  v.  N.  D.,  pp.  273,  aSo, 
32 J.  He  first  represented  Montalvan's  Lo  gtif  son  Jttkm  del 
Cirh. 

Romero  (Juana)  ,  wife  of  the  autor  dt  comedias  Juan  de  Rivas, 
lived  in  the  Calle  de  la  Cruz  in  July,  1590.  It  seems  that  Juana 
Romero  and  Ana  Romera  are  one  and  the  same  person.  At  all 
events,  in  July,  1590,  Mclchor  de  Villalha  declares  that  he  is  the 
son  of  Juan  de  Rivas  and  Juana  Romero,  his  wife.  (N.  D..  p.  338.) 
Perhaps  Rivas  was  Juana's  second  husband,  for  in  1590  Melchor 
de  Villalba  was  more  than  twenty-five  years  old.  {Ibid.) 
V.  RoMBRA  (Ana). 

Romero  (Luisa),  daughter  of  Bartolome  Romero  the  younger. 
She  and  her  sister  Mariana  appeared  on  the  stage  in  1651,  accord- 
ing to  Cotarelo  (Migajas  del  Ingenio.  1908,  p.  2i6),  when  both 
appeared  in  Solis's  loa  to  Caldcron's  Darlo  tvdo  y  nn  dar  nadtt. 
represented  at  the  royal  palace  in  165 1.  Both  names  again  occur 
in  the  same  author's  ha  to  the  corned ia  Pico  y  Canentr,  by  D.  Luis 
de  UUoa  and  D.  Rodrigo  Davila,  in  1653,  and  in  1655  in  the  loa 
to  the  comedia  Las  Amazonas,  also  by  Solts.  Sec  Poesias  variat, 
Madrid,  1692,  pp.  173,  188,  192,  and  219.  In  1661  Luisa  Romero 
played  sef/undas  damas  in  the  company  of  Antonio  dc  Escamilla; 
in  1665  in  Francisco  Garcia 's  company,  in  1670  with  Manuel 
V'allejo,  and  in  167 1  with  Felix  Pascual  and  Agustin  Manuel. 
Returning  with  Marcos  Garces  from  a  private  representation,  she 
iwas  struck  by  a  stone  while  passing  the  cemetery  of  San  Sebastian, 
and  died  from  the  effects  of  the  injury.  She  was  the  first  wife  of 
Carlos  Vallejo. 

Romero  (Maria),  v,  under  Rombro,  musieo. 

Romero    (Mariana),  younger  sister  of  Luisa,  was  born  be* 
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fore  1 63 1,  when  she  was  inscribed,  with  the  other  niembers  of 
her  father's  family,  in  the  books  of  the  Cofradia  de  la  Novena, 
She  played  firimeras  damat  in  Manuel  Vallejo's  company  in  1 670, 
1672,  1673,  and  1674.  In  the  latter  year  she  suddenly  abandoned 
the  stage  and  entered  the  convent  of  Trinitarian  nuns  in  Madrid, 
which  she  left  just  as  suddenly.  About  1 660  she  had  married  the 
actor  Luis  Ortiz,  whose  wife  Leonor  Bafiuelos  had  died  in  1658. 
Mariana  had  a  daughter,  D*  Mariana  Rufina  de  Ortiz,  yrho  be- 
came a  Trinitarian  mm  in  1676.  After  July,  1670,  Mariana 
married  the  actor  Manuel  Angel,  having  been  divorced  from  Ortiz 
sometime  before  July,  1674.  An  interesting  fact  in  connection 
with  Mariana  Romero  is  that  on  July  13,  1674,  she  bought  from 
Luis  de  Usategui  y  Vega  Carpio,  son-in-law  of  Lope  de  Vega,  the 
house  in  the  Calle  de  Francos  (now  called  Calle  de  Cervantes)  in 
which  Lope  had  lived  for  many  years,  and  in  which  he  died  in  1635. 
(Cotarelo,  ibid.,  p.  219.)  See  also  Mesonero  Romanos,  El  Antigno 
Madrid,  Vol.  II,  p.  48,  who  says  that  it  was  Lope's  grandson  who 
sold  the  house,  which  is  more  likely.  The  house  of  Lope  de  Vega 
finally  passed,  on  June  21,  1823,  into  the  possession  of  Francisco 
Maria  Lopez  de  Morelle,  a  merchant,  in  whose  family  it  remains. 
{Ibid.)  Under  date  of  May  8,  1658,  Barrionuevo  {Avisos.  IV, 
p.  140)  chronicles  the  following:  "Mariana  Romero  ha  malparido. 
Anda  en  la  compania  de  Prado,  y  a  su  hermana  Luisa  por  unos 
celillos  le  ban  dado  una  pisa  de  coces  y  tundido  la  badana  en  la 
compania  de  Rosa,  sin  valeric  el  que  ella  lo  sea."  Which  of  these 
sisters  was  called  la  Romerilla  {ibid,  under  date  June  36,  1655) 
I  do  not  know. 

RoMO,  El,  gracioso,  about  1638.    v.  Rosell,  I,  p.  371. 

Ros  (Pedro),  musico  in  Escamilla's  company  in  1676  and  1681. 

Rosa  (Antonio  de  la),  actor  in  the  company  of  Juan  Acacio 
in  March,  1626-27. 

Rosa  (Catauna  de  la),  first  wife  of  the  autor  Pedro  de  la 
Rosa ;  she  played  primeras  damas  in  his  company  in  1636-39.  Her 
maiden  name  was  Catalina  de  Nicolas. 

Rosa  (Feuciana  de  la),  daughter  of  Pedro  de  la  Rosa  and  his 
second  wife  Antonia  de  Santiago.  She  was  the  wife  of  Carlos 
Vallejo,  and  played  subordinate  parts  in  the  company  of  Manuel 
Vallejo  in  1676. 

Rosa  (Greoorio  de  la),  musician  in  the  company  of  Sebas- 
tian de  Prado  and  Juan  de  la  Calle  in  1659  and  1661 ;  in  i66a 
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in  the  company  of  Simon  Aguado;  in  1664  in  that  of  Juan  de 
la  Calle  and  Bartolome  Romero;  in  1665  with  Francisco  Garcia; 
in  1671  and  1673  with  Felix  Pascual;  in  1676-78  with  EJcamilla, 
and  in  1670,  1672,  1674,  1675,  1679,  and  1680  he  was  musico 
principal  with  Manuel  Vallejo. 

Rosa  (Pbdro  db  la),  well-known  actor,  pla3ring  first  galanes, 
and  autor  de  comedias  in  1636,  when  he  represented  six  comedias 
before  the  King;  for  his  company  in  this  year,  v.  N.  D.,  p.  244. 
His  first  wife  ( 1635)  was  Catalina  de  Nicolas.  At  Corpus  of  1636 
his  company  represented  two  comedias  at  Torrejon  de  Ardoz. 
In  1637  he  gave  twenty-one  private  performances  before  the  King, 
produced  the  autos  in  Madrid  with  Tomas  Fernandez,  and  repre- 
sented fifty  times  in  Valencia.  For  his  company  in  this  year, 
V.  N.  D.,  p.  258.  In  1638  he  was  in  Malaga,  and  at  that  time, 
we  are  told,  he  possessed  more  than  fifty  new  comedias.  (S.-A., 
p.  328.)  In  1639  he  played  second  galanes  in  his  own  company 
and  represented  autos  in  Seville,  and  also  acted  in  the  Coliseo.  For 
his  company  in  this  year,  v.  S.-A.,  p.  327.  In  1643  he  took  his 
company  to  Paris;  in  1650  he  was  again  in  Valencia,  and  in  1652 
and  1653  in  Seville.  In  1656,  1657,  1658,  and  1660  (the  latter 
"year  in  the  company  of  Vallejo  at  Corpus)  he  represented  in 
Madrid,  and  in  1674  again  visited  Paris  with  his  company.  In 
1659  he  produced  the  autos  in  Valladolid.  (M.  y  M.,  p.  567.) 
Pedro  de  la  Rosa  was  a  native  of  Granada,  and  on  the  death  of 
Catalina  de  la  Rosa  he  married  Antonia  de  Santiago,  and  had  a 
daughter  Feliciana,  q.  v.  He  died  in  Madrid  on  Dec  19,  1675, 
having  written  a  sainete  for  the-  Corpus  festival  in  Madrid  in  April 
of  that  year.     (Perez  Pastor,  Calderon  Documentos,  I,  p.  345.) 

RosALES  (Juan  Bautista),  actor  in  the  company  of  Nicolas 
de  los  Rios  in  1601-02.  v.  Rojas,  Viage  entretenido,  pp.  467,  493. 
His  name  appears  in  the  cast  of  Lope's  La  hermosa  Ester  as 
represented  by  the  company  of  Sanchez  in  1610.  In  1613  he 
was  in  the  company  of  Baltasar  Pinedo. 

RozAS  (Francisco  de),  actor  in  the  company  of  Sebastian 
Gonzalez  from  Ash  Wednesday,  1636,  for  one  year. 

RuBio  (Francisco),  member  of  the  company  of  Magdalena 
Lopez  in  Seville  in  1674. 

RuBio  (Gabriel),  a  tailor  in  1596.  In  1601  he  arranged  fes- 
tivals for  the  autor  de  comedias  Antonio  de  Villegas.  He  had 
charge  of  dances  at  Corpus  in  Madrid  in  1606,  1607,  and  1608. 
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RuBio  (Pedro  el),  actor  in  the  company  of  Alonso  Gnica 
in  1589.  He  represented  the  autos  Las  Avenidas  and  La  Extit 
de  Jacob  in  Seville  in  1597,  in  conjunction  with  M.dtkK  k 
ViiUlba  and  Francisco  de  Palencia. 

RuEDA  (Antonio  de),  actor  in  the  company  of  Heteiiii 
1628,  appearing  in  Lope  de  Vega's  Del  Afontr  talt,  and  in  fim» 
de  Olmedo's  company  in  1631-32,  acting  galanei,  his  wifeCxoiB 
dc  Acosfa  being  in  the  same  company.  In  1635  he  was  acd^ii 
the  company  of  Salvador  dc  Lara  and  Maria  Catidaa  K  \* 
Mtinteria,  Seville,  and  in  1638  had  a  company  and  wjth  Pe*» 
Ascanio  represented  at  Corpus  in  Madrid.  In  Aug.-SepL  he  pit 
twenty-four  comedias  at  Valkdolid.  On  April  16,  1638,  ^Mk 
and  Ascanio  agreed  to  go  to  Lisbon  and  give  ninety  perfofntfCB 
between  mid-November  (1638)  and  Shrovetide,  1639,  aod  • 
July  31,  1638,  Antonio  de  Rueda  agreed  to  go  to  ToIoJo  V 
Nov.  8  [1638]  and  give  thirty  representations,  "without  kaWsc 
the  city."  (N.  D.,  p.  295.)  In  1639  Francisco  de  Ro)»  wn« 
for  him  the  comedia  NaeHra  Srnora  de  Aioeha  (Paz  y  M<fa. 
Cataloqo,  No.  2396),  and  in  this  year  he  represented  Cdldenai 
comedia  ha  Desdicha  dt  ia  Vtn  and  his  autos  Santa  Aiarit  £4^ 
c'mea  and  £/  mejor  Hunped  de  Eipana  at  Madrid,  and  btCtf*"*t 
on  Nov.  I,  he  gave  ninety  performances  at  La  AfonUria  in  ScSfc 
one  of  the  conditions  being  that  he  should  give  each  week  t«t 
comedias  with  their  baiies  and  entremfses.  "which  had  never  heca 
seen  or  represented,"  (A*".  £).,  p,  317.)  In  1640  he  rqwautrf 
at  Corpus  in  Seville  and  also  in  La  MonterUit  and  in  1645.  btps- 
ning  on  Dec.  25,  he  performed  in  Seville  till  Feb.  9,  1644,  W* 
in  this  latter  year  again  represented  at  La  Montrria  and  the**" 
at  Corpus  in  Seville.  In  1654  he  produced  an  auio  at  Mjjfii 
Shortly  before  Nov.  15,  1630,  Antonio  de  Rueda,  being  tfcen  i" 
the  company  of  Alonso  de  Olmedo,  married  in  Cadiz  CataliiBi  ^ 
los  Reyes,  daughter  of  Melchor  de  los  Reyes  and  I>  BenMBifiM 
dc  Sotomayor,  then  deceased.  (Bull  Hisp,  (1908).)  Hi*  wS' 
at  the  time  of  his  death  was  Cataiina  de  Acosta  (  prt>bably  ibt  fW 
person  as  the  Cataiina  just  mentioned)  .^  He  left  two  dtai^tBK 
Cataiina  and  Bernarda,  and  died  in  Madrid  in  the  Calle  de  lASt 
on  Dec.  29,  1662.  For  his  company  in  1639,  v.  A',  £).,  fi.  504; 
in  1640  and  1644,  S.-A„  pp.  337,  371. 

RuEOA  (Catauna  de),  v.  Acosta  (C-^tauva  de). 
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RuEDA  {Francisco  de),  prompter  and  bill-poster  in  the  com- 
of  Bartolome  Romero  in  1 638— 39. 

Rt7BDA  (Lope  de),  son  of  Juan  de  Rueda;  a  SeviUan  by  birtK 
and  a  gold-beater  by  trade,  he  became  a  famous  actor  and  play- 
wright, and  was  one  of  the  founders  of  the  Spanish  national 
dratna.  We  first  hear  of  him  on  June  8,  1554,  when  he  repre- 
sented an  auto  at  Benavente;  thence  he  went  to  Valladolid,  where 
he  resided  in  July  of  that  year.  About  two  years  before  he  had 
married  Mariana  de  Rueda,  a  wandering  singer  and  dancer,  who 
had  come  from  Aragon  in  1546  and  had  entered  the  service  of 
D.  Gaston  de  la  Cerda,  Duke  of  Medinaceli,  at  Cogolludo,  reraain- 
ing  six  years.  It  is  probable  that  Lope  de  Rueda  met  her  there 
in  1552,  On  Aug.  15,  1558,  he  represented  a  comedia  at  Segovia, 
and  in  1559  produced  at  Seville  the  autos  El  Hijo  prodlgo  and 
NavaUarmelo.  receiving  60  ducats.  In  1561  he  was  acting  in 
Madrid  with  his  company,  when  his  goods  were  attached  for 
debt.  His  wife  is  then  described  as  a  Valencian.  In  this  year  he 
also  represented  the  autos  in  Toledo.  On  July  18,  1564,  Maria 
Luisa,  daughter  of  Lope  de  Rueda  and  his  wife  Rafaela  Anxcla, 
'was  baptized  in  Seville.  This  daughter  died  in  infancy.  Lope 
dc  Rueda  died  in  Cordoba  shortly  after  March  21,  1565,  the 
date  of  his  last  will,  his  wife  Rafaela  Anxela  surviving  him. 
V.  Cotarelo,  Lope  de  Rueda,  Madrid,  1901 ;  Cortes,  Un  Pie'tta  de 
Lope  de  Rueda,  Madrid,  1903. 

RUFtNA  or  RUFINA  JUSTA,  V.  GaRCIA    (RuFINA). 

Ruiz  (Ana),  wife  of  Miguel  Ruiz  in  I5gc,  when  both  be- 
longed to  the  company  of  Jeronimo  Velazquez.  This  is  doubtless 
Ana  Martinez,  q,  v.    See  aJso  Ruiz  (Miguel). 

Ruiz  (Damian),  actor  in  the  company  of  Manuel  Vallejo  in 
1631,  together  with  his  wife  Maria  Martinet  and  his  son  Juan 
Francisco  Ruiz.  In  1639  he  was  in  the  company  of  Pedro  de  la 
Rosa. 

Ruiz  (Jeronimo),  menesirU  in  1592  in  Madrid,  with  Alonso 
Gran  ados  and  others. 

Ruiz  (Juan),  actor  in  the  company  of  Juan  de  Morales 
Mcdrano  at  Corpus  in  Seville  in  1610;  he  had  a  company  in  1632. 
(S.-A.,  p.  341.) 

Ruiz  (Juan  Francisco),  v,  Ruiz  (Damian). 

Ruiz  (Juana)  and  her  husband  Lope  Ruiz  of  Ecija,  players? 
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Their  daughter  Marina  Margarita  Ruiz  was  the  wife  of  dwKiK 
Francisco  Rodcnas.  Both  parents  wrere  deceased  before  SepL  A 
1633, 

Ruiz  (Lope),  v,  the  prcccding- 

Ruiz  (Maria  or  Mariana),  wife  of  Vicente  Fcrref  «f  V1I& 
cia;  both  were  in  the  company  of  Juan  de  Xapia,  Luis  deCaamwi 
Alonso  de  Pajitagua  in  Madrid  from  March,  i6oa,  lor  otxfEV. 

Ruiz  (Marina  Margarita),  v.  Ruiz  (Juana). 

Ruiz  (Migu£l)  and  his  wife  Ana  Ruiz  belonged  to  Bkoob- 
pany  of  Jeronimo  Velazquez  in  1590.  This  is  probably  the  Rm 
who  lived  in  the  Calle  de  las  Dos  Hennanas,  Madrid,  in  ijtf* 
1588,  whose  house  Lope  de  Vega  visited  to  play  trttcoi.  v.  Ufitl 
Lope  de  Vega,  p.  ji.  Miguel  Ruiz  and  his  wife,  the  cit 
brated  Baltasara  de  los  Reyes,  were  members  of  the  coroptflj  ^ 
Caspar  de  Porres  in  1604-05.  (Nuevos  Dates,  p.  84.)  Ht 
seems  to  have  been  in  the  company  of  BaJtasar  Pinedo  in  ibcr; 
when  his  wife  was  Ana  Martinez,  who  had  been  a  member  of  ^ 
same  company  as  early  as  1603.  (Fere*  Pastor,  B'M..  JW- 
Part  III,  p.  325.)  But  in  the  Bull.  Hisfi.  (1907),  p.  373.  •« 
read  that  Miguel  Ruiz  and  his  wife  Baltasara  de  los  Rero  wnc 
in  the  company  of  Melchor  de  Leon  in  April,  1607.  Ceroin  t 
is  that  Miguel  Ruiz  and  his  wife  Ana  Martinez  were  in  Pinoli'* 
company  in  l6ll.  {Bibl.  Mad.,  Ill,  p.  355.)  In  1614-15^ 
was  in  the  company  of  Valdes.  (N.  D..  pp.  136,  137.)  I  ■• 
unable  to  explain  the  matter  of  his  two  wives.  See  aho  RoJA 
Viage  entretenidtt,  p.  362. 

Ruiz  (Simon),  actor,  indicted  in  1606  for  a  qtMtnel  wiikM 
alguacil. 

Ruiz  db  Ledesma  (Juan),  actor  in  the  company  of  Pedi»4 
Valdes  from  Feb.  24,  1614,  for  one  year.  v.  Ruiz  (Juaj*), 

Ruiz  de  Mendi  (Alfonsa),  actress?  born  about  I570k 
ter  of  Juan  Ruiz  de  Mendi  and  Isabel  Ruiz,  his  housekeeper. 

Ruiz  de  Mendi  (Juan)  and  his  wife  Mariana  Vact.  phfo* 
in  Madrid  in  1589,  when  they  owned  a  house  in  die  Oik  iii 
Principe.  He  was  a  native  of  Santo  Domingp  de  la  CaUaala.  m' 
lived  "in  his  own  house"  in  the  CaJle  del  Principe  in  1592.  8t 
died  on  Nov.  25,  1596,  leaving  two  daughters  by  his  wife  Mirii"- 
Jusepa  Vaca,  afterward  a  famous  actress,  and  HipoliO,  boifo 
the  daughter  Alfonsa,  mentioned  above. 


I-.    t 
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Saabedra,  actor  in  Benavente's  entremcs  Los  Escuderos  ji  el 
Lacayo,  about  1 67 1— 75.    v.  Migaxas  del  Ingenio.  fol.  79,  v, 

Saavedra  (Rodrigo  de),  actor  and  friend  of  Lope  dc  Vega. 
He  was  bom  in  1559  and  is  mentioned  as  an  actor  as  early  as  1584. 
In  1587-go  he  was  in  the  company  of  Jeronimo  Velazquez. 
T.  Life  of  Lo/>e  de  Vega,  pp.  i.^,  48.  In  1592  he  was  director  of  a 
company  and  with  Caspar  de  Porres  represented  aatos  in  Madrid 
in  that  year.  v.  Daiot  deiconocidoi,  cd.  Perez  Pastor,  pp.  151  fi., 
and  N,  D.,  p.  31. 

Saavedra  y  Acoiar  (Ana  de),  wife  of  the  actor  Gabriel 
S«deno,  living  in  Madrid  in'  1652. 

Sagramano  (Luis  de)  brought  out  the  auto  El  Nino  perdida 
In  Seville  in  1575-    ^^  was,  perhaps,  its  author. 

Salas  (Catalina  de)  or  Catauna  de  Medina,  wife  of  Fran- 
cisco dc  Salas  and  mother  of  Juan  de  Salas.  v.  MEDINA  (CaTA- 
UNa), 

Salas  (Domingo  de),  actor  in  the  company  of  Estcban  Nuilez 
in  Seville  in  1654. 

Salas  (Francisco  de)  and  his  wife  Catalina  dc  Medina  were 
tn  the  company  of  Manuel  Vallejo  in  1631—32,  and  appeared  in 
L/ope's  El  Casligo  sin  Venganza  in  1632.  Prior  to  this,  in  1628, 
he  was  in  the  case  of  Lope's  Del  Monte  sale,  apparently  in 
Heredta's  company.  In  1633  he  belonged  to  the  company  of 
Juan  Martinez,  and  in  1639  and  1640  he  was  again  with  Manuel 
Vallcjo. 

Salas  (Juan  de),  son  of  Francisco  de  Salas  and  Catalina  de 
Aledina;  he  was  in  Manuel  Vallejo's  company  in  1631. 

Salas  (Jusepe  de),  actor  in  the  company  of  Diego  de  Santan- 
der  in  Nov.-Dec.,  1594.  In  1603-04  he  was  in  the  company  of 
Diego  Lopez  de  Alcaraz, 

Salas  (Marja  de),  actress,  first  wife  of  Miguel  Bermudez  de 
Castro. 

Salazar  (Andrea  de),  dauRhter  of  the  autor  de  camrdias 
Carlos  de  Salazar  and  his  wife  Isabel  Diaz;  all  were  acting  in  the 
company  of  Carlos  in  Seville  in  1676.  In  1679  she  was  in  the 
company  of  Jose  de  Prado. 

Salazar  (Carlos  de),  son  of  Jose  de  Salazar  and  Juana 
Bernabela,  actor  in  the  cnmpany  of  Louis  Lopez  in  Seville  in  1650, 
and  in  the  company  of  Felix  Pascual  at  La  Manteria.  Seville,  in 
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1665,  where,  in  1675-76,  having  a  company  of  his  own,  bt  P-- 
forty  representations.  He  married  Isabel  Oiaz  and  )ai  tw» 
daughters,  Andrea  and  Josefa  de  Salazar,  q.  v.  He  litavv^ 
married  Etjfra^ia  Maria  de  Reina,  and  died  in  Elche  in  1684. 

Salazar  (CaTalina  de),  wife  of  Juan  Vinas;  both  wCt » 
Manuel  Vallejo's  company  in  Seville  in  1643. 

Salazar  (Cosme  de),  actor  in  the  company  of  Juan  de  McnSs 
^ledrano  in  June,  1626. 

Salazar  (Cristobal  de),  called  Mahoma,  was  an  enm  »< 
ccymedias  in  l&jO. 

Salazar.  (Feliciako)  brought  out  an  atito  ar  Corpus  ic 
Seville  in  1576. 

Salazar  (Jose  or  Jusepe  de)  of  Toledo,  actor  in  the  ooofSS? 
of  Cristobal  de  Leon  in  May,  1622;  in  1636  he  represented  9K^ 
the  sutos  at  Seville,  Roque  de  Figueroa  having  charge  of  ik 
other.  He  returned  to  Seville  with  his  company  for  the  «»*»' 
of  1628,  1630  (in  this  year,  in  Dec.,  he  also  represented  it  1 
festival  in  Seville),  and  l6ji.  He  represented  Caldcron'*  frt' 
esta  que  ettaba  in  1630.  (The  comedia  was  finished  in  Maf  ol 
that  year.  Schmidt,  Die  Schauspiele  Calderons,  p.  31.)  Hijiriit 
was  Juana  Bernabela,  and  his  son  Carlos  de  Salazar,  q.  v. 

Salazar  (Josefa  de),  wife  of  Esteban  Nunez,  culor  Je  c*mf 
ditis;  both  were  in  the  company  of  Juan  Acacio  in  Seville  in  1644. 
and  in  Lorenzo  Hurtado's  company  in  1645.  In  164J  Josepi  i 
Salazar  appeared  in  the  cast  of  A  un  tiempo  Rey  f  f'auB;  ^ 
Belmonte  Bermudez.  She  was  a  member  of  her  husband's 
in  1648  and  in  1654.  A  Josefa  de  Salazar,  daughter  ot  tbc 
Carlos  de  Salazar,  is  mentioned  in  1676,  when  she  and  her 
Jose  Antonio  [Guerrero]  were  acting  in  the  company  of  her  Wp 
in  Seville. 

Salazar  (Jlfan),  darador,  brought  out  the  auto  El  TriMtH^ 
la  Fe  in  Seville  in  1571. 

Salazar  (Luis  de),  actor  in  the  cast  of  Lope's  La  C9mp*Ufie» 
en  lot  Noilei  {1628).  In  Febn  i&i9i  Pedro  CebriAO.  mmMr  ii 
comedms,  executed  a  power  of  attorney  to  Luis  de  Salazar.  "' 
de  Toledo."    (N.  D..  p.  173.)     Perhaps  this  was  the  sai 

Salazar  (Maria  de),  widow,  actress  in  the  uwapwy  rf 
Esteban  Nuiiez  in  Seville  in  1648.  In  1674  Maria  de  SalW' 
actress,  of  Madrid,  married  Pedro  Quirante  in  Vailadoliii,    (it  J 


SPANISH  ACTORS  AND  ACTRESSES     591 

M.,  p.  567.)  A  Man'a  de  Salazar,  also  an  actress,  in  the  company 
of  Caspar  de  Porres,  is  mentioned  in  Nov.,  1600.  v.  Nuevos 
Datos.  p.  53. 

Salazar  (Peimio  de),  resident  of  Madrid,  actor  in  the  com- 
pany of  Diego  Vallejo  in  Seville  in  1619;  in  1622  with  Manuel 
Vallejo;  in  1624  he  was  in  the  company  of  Juan  de  Morales 
Medrano;  in  1625-26  in  that  of  Pedro  de  Valdes;  in  1631  in 
that  of  Juan  Vazquez,  el  Polio,  and  in  1 635-36  ( ?)  with  Antonio 
de  Prado.  v.  Rosell,  Vol.  I,  p.  322.  In  1639-40  he  belonged 
to  the  company  of  Antonio  de  Rueda,  and  in  1643  to  the  com- 
pany of  Tomas  Diaz  in  Seville. 

Salazar  (Pedro  de),  f/  Granadino;  his  wife  (1654)  Maria  de 
los  Santos  was  a  celebrated  singer;  both  were  in  the  company 
of  Sebastian  de  Prado  in  1662,  and  with  Antonio  de  Escamilla 
in  1663. 

Salcedo  (Jerokima  de)  and  her  husband  Sebastian  de  Sasieta 
Avendano  were  acting  in  Valladolid  in  1603,  apparently  in  the 
company  of  Pinedo.  (M.  y  M.,  Estudios,  p.  566.)  She  is  men- 
tioned by  Suarez  de  Figueroa  in  his  Plaza  Universal  (1615) 
among  the  famous  actresses  then  deceased. 

SALCEDO  (Lucia  de),  actress  in  the  company  of  Alonso 
Riquelme  in  1610.  She  appeared  in  Lope's  El  Sembrar  en  buena 
tierra  ( 1616)  in  the  company  of  Ortiz,  v.  Life  of  Lope  de  Vega, 
pp.  230  et  seq. 

Salcedo  (Maria  de),  actress,  wife  of  the  autor  de  comedias 
Pedro  Ximenez  de  Valenzuela  in  i6oi-02.  In  the  latter  year  she 
was  residing  in  Toledo. 

Salcedo  (Mateo  de),  one  of  the  earliest  of  the  autores  de 
comedias.  He  produced  two  autos  in  Seville  in  1572,  and  again 
represented  autos  there  in  1580,  1586,  1589,  and  1600.  In  May 
and  June,  1579,  he  represented  in  the  Corral  de  la  Pacheca  in 
Madrid,  and  again  in  Oct.,  Nov.,  and  Dec.,  and  also  produced 
the  autos  in  this  year.  He  represented  the  autos  at  Salamanca  in 
1595.  He  died  before  1608.  Suarez  de  Figueroa  mentions  him 
as  a  famous  actor  in  his  Plaza  Universal  (161 5).  See  Ap- 
pendix A  and  Sanchez-Arjona,  pp.  501,  502.  He  seems  to  have 
represented  Argensola's  tragedy  Isabela.  (Ochoa,  Tesoro,  I, 
p.  506.) 

Salcedo  (Nicolas  de),  son  of  the  preceding,  was  lessee  of 
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the  Corral  de  San  Pedro  m  Seville  in  1 61O.     See  also  B.  H  ( 1907), 
p.  385.    The  name  "Sacedo"  occurs  in  the  cast  of  Lope's  Ld 
fietrncia  en  hi  Nobles  ( 1628). 

Salcedo    (Pedro  de),  musician  in   the    company  of 
Naseli,  alias  Ganassa,  in  Madrid,  in  1381—82.     {Revist^  it  J\ 
t'Oi.  1908,  p.  52.) 

Saldana  (Luis  de)  brought  out  the  car  of  El  Dtspcnm 
Corpus  in  Seville  in  1570. 

Saldana  (Pedro  de),  one  of  the  most  celebrated  aniam 
comtdias  of  his  time.  In  1576  his  company  and  thai 
Bautista  represented  the  aulos  in  Seville,  and  again  he  pi 
them  in  1577,  1578,  and  1579-  In  the  latter  year  he  repniSi 
for  the  first  time  at  the  Huerta  de  Dona  Elvira  in  Seville  die  I 
lowing  plays  of  Juan  de  la  Cueva:  La  Libertad  de  Espcmt  f 
Bernardo  del  Carpio.  El  Degollado,  El  Tutor,  and  La  Conitmi 
de  Arcelina,  and  the  tragedy  La  Muerte  de  Ayax  Telamon  lolni 
Armas  de  Aquiles,  in  which  latter  Saldana  played  the  part  of  A} 
admirably,  according  to  Cueva.  He  also  represented  for  the  k 
time  in  the  Huerta  de  Done  Elvira  in  Seville  in  I  580  the  foUoniq 
plays  by  Cueva:  Tragedia  de  la  Muerte  dr  Virginia  y  Apio  Clt^ 
and  El  Principe  tirano,  in  two  partSj  and  the  cocnedia  £/  Fi 
enamorado,  in  the  Corral  de  Don  Juan,  and  at  Corpus  in  158I 
1584,  and  1585.  In  1581  he  represented  the  aittos  in  Toledo.* 
in  Dec.  of  the  same  year  his  company  appeared  seven  tinw&  « 
Corral  de  la  Cruz  and  the  Corral  de  Puentf.  In  Jan.  and  Fdl^ 
1 582,  he  performed  twenty-eight  times  in  La  Crut  and  Lm  FtKkm 
and  in  Aug.  and  Sept.  fourteen  times  In  La  Cruz. 
pendix  A.  He  is  mentioned  by  Suarez  de  Figuerot. 
Universal,  among  the  famous  actors  then  (161 5)  ieaoid- 
There  is  no  record  of  Saldana's  having  produced  any  of  Lfft* 
plays,  from  which  it  is  very  probable  that  he  died  not  loaf  tl0l 

1585. 

Saunas  (Antonio  de),  actor  in  the  company  of  Damimii 
Espinoisa  in  1638.    He  was  a  ffranoio  and  died  in  1669. 

Saunas  (Francisco),  harpist. 

Saunas  (Hernando  de),  actor  in  the  company  of  Uvti 
Vallejo  in  1674. 

Saunas  (Maria  de)  played  fourth  parts  in  the  conMBVif 
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Bartolome  Romero  and  Juan  dc  la  Calle  in  1664;  in  1665  she 
was  in  the  company  of  Antonio  dc  Escamitla.  She  had  a  daughter, 
Maria  Florcs,  also  an  actress. 

Salikas  (Martin  oe),  actor,  was  seized  in  Pamplona,  while 
a  mcnnbcr  of  the  company  of  Hipolito  <de  Olntedo,  and  sent  to  the 
galleys  for  having  two  wives. 

Salinas  (Pedro),  v.  Garcia  de  Salinas  (Pedro). 

Salinas  (Vicente  de),  actor  in  the  company  of  Bernardo  de 
la  Vega  in  1672;  in  Manuel  Vallejo's  in  1675;  in  Jose  Garcia  de 
Prado's  in  1679,  and  in  Jeronimo  Garcia's  company  in  1680.  He 
was  born  in  Zaragoza,  the  son  of  Vicente  and  Garcia  de  Soria. 
His  wife  was  Manuela  dc  Acuna, 

Salomona  (Angela),  Italian  actress  in  the  company  of 
Drusiano  Martinelli  in  Madrid  in  1587. 

Salvador  (Jaime)  is  mentioned  by  Lope  de  Vega  {Comedias, 
Part  XVI,  Madrid,  1622,  Prologue)  as  a  famous  actor;  he  was  in 
the  company  of  Tomas  Fernandez  in  i656(  ?).  v.  Rosell,  Vol.  1, 
p,  405.  In  1637-39  he  was  second  gracioso  in  the  company  of 
Pedro  de  la  Rasa.  In  1642  he  appeared  in  the  cast  of  Belmontc's 
A  un  titmpo  Rey  y  Vasallo,  also  in  Rosa's  company,  and  in 
Sept.,  1643,  he  was  in  the  company  of  Luis  Lopez.  His  wife  was 
Maria  Salvador. 

Salvador  (Lorenzo),  actor  in  the  company  of  Alonso  dc 
Olinedo  in  1621.  (Bull.  HUp.  (1908),  p.  244.)  There  was  a 
S^vador  in  the  company  of  Porrcs  in  Valencia  (in  1601?),  Sec 
the  ha  to  La  belligera  Espanola.    He  was  a  native  of  Valencia. 

Salvador  (Maria),  v.  Salvador  (Jaime), 

SamaNIeOo  (Juan  de)  and  his  wife  Maria  de  la  O  were  mem- 
bers of  the  company  of  Juan  Bautista  EspinoU  or  Espinosa  in 
Afadrid  for  one  year  from  Feb.  17,  1633.  On  Feb.  8,  1633,  he  had 
agreed  to  act  in  the  company  of  Hernan  Sanche?.  de  Vargas  at  the 
Corpus  festival  of  that  year,  and  in  1 637  he  and  his  wife  acted  at 
the  Corpus  festival  at  Zedillo. 

SaMbrano  (Alonso),  actor  in  the  company  of  Bernardo  dc  la 
Vega  in  1671,   V.  Zambrano. 

Sampavo  (Antonio  de)  and  his  wife  Mariana  Gutierrez  were 
in  the  company  of  Antonio  de  Villegas  in  Feb.,  i6i2;  he  was  in  a 
joint  company  with  Baltasar  Pinedo  and  othert  in  1613  to  repre- 
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sent  the  autot  in  Toledo  in  that  year.  In  1 614  he  and  Tdfl 
Llorente  directed  a  company,  and  in  t6i6  he  appeared  tn  Tuvi 
La  Trnera  de  la  Sancta  Juana,  in  Prado's  company.  la  liH 
Antonio  de  Sampayo  and  Alfon&a  de  Riaza,  players  in  the  wn^KK 
of  Juan  Bautista  Mayo,  were  married  in  Valladolid.  (M.  f  U. 
p.  566.) 

San  Juan  (Tomas  de),  barba  in  the  company  of  Jose  Canii 
in   1663;  he  was  with  Francisco  Garcia    in    1665,  with  Mun^ 
Vallejo  in  1670  as  barba,  and  tercero  galan  in  Escamilla's 
in  1672, 

San  Martin  (Juan  de),  actor  in  the  company  of  Ptdn  4; 
Valdcs  in  1614  and  1621   (N.  D.,  p,  t8g),  and  in  the 
Manuel  Vallejo  in  Madrid  in  1622.     v.   Life  0/  L«p« 
pp.  172,  n.,  295.  n. 

San  Mateo  (Simon),  actor  in  the  company  of  Manuel  VAjij 
in  1674, 

San  Miguel  (Dona  Francisca),  actress  ia  the 
Antonio  Granados  in  161 8,  when  she  received  a  gratuitj-  of  5ml 
mrs.  for  her  excellent  acting  in  the  auto   Obrtu  son  Jmvnt 
Seville.     (Sanchcz-Arjona,  p.  195.)     In  March^  1624,  shewn 
the  company  of  Antonio  de  Prado* 

San  Miguel  (Francisco  de),  actor  in  the  companf  of  P«*» 
de  la  Rosa  in  1636,  1637,  and  1639.  In  1650  he  was  in  tbe 
pany  of  Antonio  de  Prado.  {Calderon  Documentof.  I.  p.  170* 
His  wife  was  Brigida  Garcia,  and  he  had  two  daugbten,  J«rf» 
and  Maria  San  Miguel.  He  died  in  1669.  In  (657  a  Fnocin 
de  San  Miguel  was  mtts'tta  in  the  company  of  Jose  GarcrrtfL 

San  Miguel  (Josefa  de),  daughter  of  Francisco  de  S« 
Miguel  and  Brigida  Garcia,  and  actress  in  the  company  of  Siai* 
Aguado  in  1674:  in  1675  and  1676  she  was  segunda  in  tlkf  obb- 
pany  of  Manuel  Vallejo;  in  1677  and  1678  she  played  trrttm^ 
Agustin  Manuel's  company;  in  1679  stffundat  with  Jose  de  Pn't 
and  in  1680  terctras  in  the  company  of  Jcronimo  Garci*.  She* 
the  wife  of  Pablo  Polopc  in  1675.     (M.  y  M.,  p.  567.) 

San  Miguel  (Maria  de),  v.  San  Miguel  ( FitAKcnco  m). 
She  was  the  wife  of  Salvador  de  las  Cuevas,  q.  v. 

San  MlGutL  (Melchor  de)  brought  out  one  of  the  eamti 
the  Corpus  festival  in  Seville  in  1577.  There  was  a  San  Mip^ 
celebrated  as  a  bexett,  mentioned  by  Rojas,  Viagf  entretnii:  ^  5* 
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Sak  Miguel  (Pedro  de),  actor  in  the  company  of  EX>mingo 
Balbin  in  Seville  in  1613. 

San  Pedro  (Cristobal  de)  and  his  wife  Magdalena  de  Oviedo 
were  in  the  company  of  Diego  Lopez  de  Alcaraz  from  Jan.  10, 
1610,  for  two  years.  In  1613  he  was  in  Baltasar  Pinedo's  com- 
pany, and  in  1 614-16  in  that  of  Antonio  de  Prado,  when  he  ap- 
peared in  Tirso's  La  Tercera  de  la  Sancta  Juana. 

San  Peimio  (Maria  de),  actress  in  the  company  of  Roque  de 
Fig^eroa  in  1631-32.  In  1635  she  and  her  husband  Jacinto 
Varela  appeared  (also  in  Roque's  company)  in  Peligrar  en  lot 
Remedios  by  Rojas  Zorrilla.  On  Oct.  30, 1 638,  she  is  called  widow 
of  Jadnto  Varela,  and  joined  the  company  of  Segundo  de  Morales 
for  one  year,  playing  second  parts,  singing  and  dancing,  v.  Cota- 
relo,  Tirso,  p.  206 ;  Rosell,  Vol.  I,  pp.  109,  322. 

Sanchez  (Alonso)  of  Jaen,  musician  and  actor  for  two  years 
from  March  14,  1602,  in  the  company  of  Alonso  Riquelme. 

Sanchez  (Andres),  member  of  the  company  of  Bernardo  de 
la  Vega  in  Seville  in  1672. 

Sanchez  (Bartolome),  actor  in  the  company  of  Melchor  de 
Leon  in  1607. 

Sanchez  (Catauna),  "natural  de  Jaca,"  actress,  married 
Felipe  de  Morales  in  1650.  Both  were  then  playing  in  the  com- 
pany of  Adrian  Lopez  in  Valladolid.     (M.  y  M.,  p.  567.) 

Sanchez  (Catalina),  native  of  Aragon,  married  Caspar 
Diago  in  Valladolid  in  1655.     (M.  y  M.,  p.  567.) 

Sanchez  (Cristobal)  produced  the  auto  La  Visitation  de  la 
Reina  Saba  in  Seville  in  157 1. 

Sanchez  (Francisco),  actor  in  a  joint  company  in  Madrid  in 
June,  1603,  with  Luis  de  Castro  and  others;  in  1607  he  belonged 
to  the  company  of  Diego  Lopez  de  Alcaraz.  Perhaps  this  is  Fran- 
cisco Sanchez  de  Medina,  who  was  in  the  company  of  Pedro 
Maldonado  in  1 611.     (N.  D.,  p.  124.) 

Sanchez  (Francisco),  el  Teatino,  had  been  a  Jesuit;  he  be- 
longed to  the  company  of  Juan  Perez  de  Tapia  in  Seville  in  1662; 
in  1664  he  played  first  galanes  in  the  company  of  Bartolome 
Romero  and  Juan  de  la  Calle,  and  in  1665  was  with  Francisco 
Garda,  Pupilo.  He  died  in  the  Calle  de  Cantarranas,  Madrid. 
According  to  Gallardo,  II,  p.  678,  he  was  assassinated  in  1667. 

Sanchez  (Garcia),  singer  and  actor  in  entremeses  in  the  com- 
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pany  of  Alonso  Cbncros  and  Mclchor  Vitlalba  in  1595-96.  I« 
April,  1607,  he  was  an  actor  in  the  company  of  DiegO'Lapoi 
Alcaraz. 

Sanchez  (Ines),  wife  of  Cristobal  Ramirez  At  U  Ovt,flar 
de  comediaSt  in  1613. 

Sanchez  (Je(conimo),  autor  de  comedias  in  1610,  wiitk 
took  up  the  stranded  company  of  Mariflores,  iindow  oi  Pt^ 
Rodriguez.  His  wife  was  the  celebrated  actress  Maria  dt  b 
Angeles.  The  next  notice  we  have  of  him  is  in  163^.  Iv^ 
company  in  this  year,  see  Nuevoi  Datoi.  p.  194^ 

Sanchez  (Lucas) ,  actor  in  the  joint  company  of  Andm^ 
Clanunonte  from  July  ll,  1614,  for  one  year. 

Sanchez  (Marcos),  musician  in  the  employ  of  D.  Gwc«« 
Mendoza,  Viceroy  of  Peru,  in  Lima,  in  1588. 

Sanchez   (Maria)  and  her  husband    Francisco  Garcia  1 
members  of  the  company  of  Alonso  Riquelme  from  IVfarch,  16QI1 
for  t^v'o  years.    Both  were  residents  of  Ciudad  Rodrigo. 

Sanchez  (Pablo),  actor  in  the  company  of  Esteban  Nntoii 
Seville  in  1 65+. 

Sanchsz  (Pedro),  musician  in  the  company  of  DorainfBlrf' 
bin  in  1609. 

Sanchez  Baquero  (Pedro)  played  first  old  men '»  pus  it 
the  company  of  Pedro  de  la  Rosa  for  one  year  from  Feb.  15,  i6j^ 

Sanchez  de  Echeverria  (Felipe),  autor  de  comtditt.  ^ 
Sept.,  1623,  he  represented  three  comedias  before  the  King. 

Sanchez  de  Medina  (Francisco),  actor  in  the  coa^mi^ 
Pedro  Maldonado  in  March,  161 1. 

Sanchez  db  Mora  (Alonso),  actor  in  VaJladoIid  in  ibn 
(M.  y  M.,  p.  566.) 

Sanchez  Mudarra  (Juan),  musician  in  the  emplof  rf 
D.  Garcia  de  Mendoza,  Viceroy  of  Peru,  in  L.tnui,  in  1588. 

Sanchez  db  Vargas  ( H  ernan  ) ,  famous  aut9r  de  eomedim,  fr 
took  part  in  the  Corpus  festival  at  Seville  in  1 59t>,  evidently  in  Dk^ 
de  Santander's  company.  Sanchez-Arjona  conjectures  that  Hern* 
Sanchez  was  the  author  of  the  auto  San  LeoaUh.  pmiiKti  ^ 
Santander  in  this  year.  He  was  again  in  the  company  of  Sumiv 
in  Feb.-June,  1597,  and  in  the  company  of  Alonso  Rtqodbvil 
l6o3.    He  had  a  company  in  i6o9i  aniJ  in  i6to,  161 1.  1615.  t6ii 
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and  1 61 9  represented  autos  in  Madrid,  receiving  600  ducats  for 
two  autos.  In  1610  he  lived  in  the  Calle  de  las  Huertas,  Madrid, 
and  in  this  year  his  company  produced  Lope  de  Vega's  La  hermota 
Ester,  he  and  his  wife  S*  Polonia  [Perez]  appearing  in  the  cast. 
He  represented  autos  at  Seville  in  1612,  and  again  visited  that  city 
at  Corpus  in  1614,  1620,  1621,  and  1622.  In  July,  1619,  he 
resided  in  Valencia.  He  was  one  of  the  twelve  autores  authorized 
by  the  decree  of  161 5,  and  in  November  of  this  year  represented 
seven  comedias  in  Lenna,  receiving  1400  reals.  In  a  power  of 
attorney  which  he  executed  on  Jan.  li,  161 9,  as  executor  of  his 
deceased  wife  Polonia  Perez,  she  is  called  his  first  wife.  She  seems 
to  have  been  from  the  town  of  Hita,  and  left  two  children,  Fran- 
cisca  and  Hernando  de  Vargas,  both  still  minors  in  Sept.,  1626, 
when  Sanchez  was  residing  in  Valencia.  On  Feb.  22,  1619,  his 
wife  was  Francisca  Rodriguez.  Perez  Pastor,  Nuevos  Datos, 
p.  212,  says  that  Polonia  Perez  was  the  second  wife  of  Sanchez, 
and  that  Francisca  Rodriguez  was  the  third.  In  Sept.,  1623,  he 
agreed  to  perform  in  Madrid  for  four  months,  beginning  on  Sat* 
urday,  Sept.  2.  His  sister-in-law  in  1633  was  Mariana  Juste, 
widow  of  Dr.  Francisco  Rodriguez,  physician,  v.  Bull.  Hisp. 
( 1907),  p.  383.  In  Sept.,  1623,  Sanchez  represented  four  comedias 
before  the  King.  Of  La  hermosa  Ester  mentioned  above.  Lope 
says:  "Representola  el  famoso  Sanchez  con  notable  autoridad  y 
aplauso."  From  Shrovetide,  1634-35,  ^c  managed  a  joint  company 
with  Juan  de  Malaguilla.  Sanchez  had  a  company  in  1638  (in 
1636-37  he  seems  to  have  been  acting  in  the  company  of  Pedro  de 
la  Rosa.  Rosell,  Vol.  I,  p.  419;  v.  the  entremes  Los  Muertos 
vivos),  and  in  1640  is  called  a  "merchant  in  the  Calle  de  las 
Huertas,  living  in  his  own  house."  In  May,  1642,  he  is  merely 
styled  a  "resident  of  Madrid."  He  died,  a  widower,  on  Nov.  18, 
1644,  in  prison  in  Madrid,  leaving  as  executors  Mariana  Juste 
and  his'  daughter  Francisca  Vargas,  who  were  then  living  in  the 
Calle  de  las  Huertas,  opposite  the  Calle  del  Amor  de  Dios,  and  he 
was  buried  by  the  Cofradia  de  la  Novena,  Sanchez  was  especially 
friendly  to  Luis  Velez  de  Guevara,  much  to  the  displeasure  of 
Lope  de  Vega,  who  refused  to  write  a  play  for  him  in  Dec.,  1614. 
V.  Life  of  Lope  de  Vega,  p.  252.  The  Sanchez  mentioned  by 
Rojas,  Viage,  p.  131,  among  the  "farsantes"  who  wrote  farsas. 
loas,  bayles,  etc.,  is  perhaps  the  same  person. 
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Sandino  (Diego),  actor  in  Madrid  in  1584.  (B.  H.  (i9)6n 
p.  363.) 

Sandoval  (Alonso  de),  actor?  Witney  to  the  marriip*' 
Joseia  Vaca  and  Juan  de  Morales  liledrano,  Dec.  27,  tbca. 

Sandoval  (Ana  de),  wife  of  Agustin  Romero;  both  westi 
the  company  of  Jeronimo  Sanchez  from  March  27,  l6J3,ior<tt 
year. 

Sanooval  (Jeronimo  de),  actor  in  the  company  oi  Aflto" 
de  Castro  in  1656,  and  with  Jose  de  Prado  in  Seville  in  1658. 

Sandoval  (Juan  Antonio),  husband  of  the  ajctrot  Lmit 
la  Cruz,  q.  V. 

Santa  Cruz  (Baltasar  de),  actor  in  the  company  mi  Abdi 
de  Olmedo  in  Aug.,  1620;  in  the  company  of  Cristobi  4: 
Avendafio  in  1622,  and  in  Domingo  Bal bin's  company  from  Se|p<-  >• 
1623,  till  Shrovetide,  1624. 

Santa  Cruz  (Maria  de),  actress,  married  Diego  Prudeiei 
de  Florcncia  y  Carrillo  in  Valladolid  in  1653. 

Santa  Cruz  Caballero  (Diego  de),  W  Tuertn,  ban* 
Seville  in  the  "barrio  dc  Triana."  His  wife  was  Manueb  &Cian 
q.  V.    He  died  in  1679. 

Santamaria  (Juan  de)  and  his  wife  Lui'sa  dc  OrtEgai»<««* 
the  company  of  Sanchez  de  Vargas  in  March,  1634- J  J. 

Santander  (Andres  de),  money'takcr  (cobraJor}  huTcam 
Sanchez  dc  Vargas  in  1619. 

Santander  (Diego  de).  autor  de  comedias  in  Miind  <* 
Oct.,  1594.  In  1591  he  represented  two  autos  in  Senile.  ^ 
again  in  1596  and  1599.  In  the  latter  year  he  produced  in  Maini 
the  comedia  Luperda  conUante  6  la  Dama  fregona  (Pas  y  llififc 
CatdioffO,  No.  1933),  and  represented  three  comedias  in  Serilei 
the  occasion  of  the  visit  of  the  Marquesa  de  Denia,  receivinc  to 
reals.  In  1601  his  company  represented  in  Valladolid.  (Cflftti 
Noticias  de  una  Carte  literaria,  1906,  p.  31,  n.)  Lope  dc  Vtp 
at  the  end  of  his  Peree/rino  en  su  Patria  (ed.  1604,  foL  l6j)  Ml» 
tions  Santander  as  having  first  produced  his  comedia  La  MftgioL 
and  says  of  him  that  he  was  "digno  de  ser  oydo,  y  no  de  tatHif 
cuydado  y  ingenio  [que  Villegas]."  Barrcra,  Catilnf^.  ^  3l^ 
mentions  a  Martin  de  Santander,  and  says  that  he  was  a  UMJUnp* 
rary  of  Lope  dc  Rueda. 

Santlago  (Anton  I  a  de)  of  Granada  was  the  secood  wik  M 
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Pedro  de  la  Rosa;  in  1635  she  belonged  to  the  company  of 
Alonso  de  Olmedo,  and  is  called  "famosa,  tercera,"  and  in  1639 
she  played  fourth  parts  in  Pedro  de  la  Rosa's  company  in  Seville. 
Whether  she  was  the  sister  or  the  wife  of  Santiago,  who  played 
segundo  barba  in  the  same  company  in  those  years,  I  do  not  know. 
V.  Sanchez-Arjona,  pp.  298,  327.  It  may  be  noted  that  in  1639 
Pedro  de  la  Rosa's  first  wife,  Catalina  de  la  Rosa,  and  Antonia  de 
Santiago  were  both  members  of  his  company.  Antonia's  name 
again  appears  in  the  cast  of  Belmonte's  A  tin  tiempo  Rey  y  Vasallo 
(1642).  It  is  probable  that  at  this  date  she  was  not  yet  the  wife 
of  Pedro  de  la  Rosa.  The  Sra.  Antonia  of  the  cast  of  Montero's 
Amar  sin  favorecer  (i66o)  is  almost  certainly  the  wife  of  Rosa, 
who  appeared  in  the  same  cast.  She  accompanied  her  husband's 
players  to  Paris  in  this  3rear  and  in  1674;  in  1664  she  was  sobre- 
saliente  in  Bartolome  Romero's  company.  (Perez  Pastor,  Calderon 
Doc,  I,  p.  308.)  She  seems  to  have  survived  her  husband,  who 
died  in  1675. 

Santiago  (Antonia  de),  wife  of  Francisco  de  Castro;  both 
were  in  the  company  of  Luis  Lopez  in  1650  in  Seville. 

Santiago  (Diego  de),  actor  in  the  company  of  Diego  de  San- 
tander  in  Dec.,  1594;  in  Oct.,  1602,  he  and  his  wife  Marina  de 
Torres  were  members  of  the  company  of  Melchor  de  Leon.  From 
March  27,  1623,  for  one  year,  he  was  in  the  company  of  Jeronimo 
Sanchez;  in  July,  1626,  he  had  a  company  and  represented  a 
comedia  before  the  King.  In  1613  we  find  Diego  de  Santiago, 
autor  de  comedies  in  Seville,  where  he  produced  an  auto.  His 
name  occurs  in  the  cast  of  Godinez's  La  Reina  Ester  (1613). 
Sanchez-Arjona  (p.  155)  says  that  in  March,  1633,  his  wife 
was  Maria  Lopez  Ferrer,  when  both  were  received  into  the 
Cofradia  de  la  Novena.  See  also  the  Santiago  mentioned  above, 
under  Antonia  de  Santiago. 

Santiago  (Isabel  de),  actress  in  the  company  of  Francisca 
Lopez  in  Seville  in  1660. 

Santillana  (Bartolome  de),  actor  in  Madrid  in  1584. 

Santiuste  (Diego  de),  lessee  of  the  theater  in  Toledo  in 
Feb.,  1638. 

Santos  (Bernabela  de  los),  child  acting  in  the  company  of 
Juan  Acacio  in  Seville  in  1644. 

Santos  (Maria  de  los),  celebrated  singer  and  wife  of  Pedro 
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dc  Salazar,  cl  Granad'tno  (7654).  She  plaj'cd  ijuintas  damm'9i%t 
company  of  Sebastian  de  Prado  and  Antonio  de  EscatnilU  in  ]66l; 
fourth  parts  in  the  company  of  Escamilla  in  1663;  in  the  axaM 
of  Simon  Aguado  in  1674;  third  parts  with  Escamilla  in  167$  nl 
1676;  fourth  parts  with  Agustin  Manuel  de  Castilla  in  1677, 
and  sobresaitente  in  the  company  of  Juan  Antonio  de  Ciinjil 
in  1681. 

Santoyo  (Antonio),  member  and  manager  of  the  ootnpq' 
called  Lq$  Conformed  in  1 630,  when  they  were  acting  in  La". 
Peru.  NuevQs  Datos,  p.  219.  This  company  was  jn  existaxem 
1623.    V.  ibid.,  p.  202. 

Sarmiemto  (Bernardino),  actor  in  the  company  of  Nicds 
de  los  Rios  in  1609. 

Sarmiento  (Pablo),  actor  in  the  company  of  Nicolas  de  bi 
Rios  in  1609,  and  in  Claramonte's  company  from  March  28.  l6l4i 
till  Shrovetide,  161 5.  In  March,  1623,  he  and  his  wife  Man 
Calderon  were  in  the  company  of  Juan  Bautista  V^ali 
(Bull  Hisp.  (1908),  p.  248.) 

Sasieta,  v.  Avendano. 

Saura  (Juan  de),  member  of  the  company  of  Prdro  i  ll 
Rosa  in  Seville  in  1639. 

ScOBEDo  (AntxhNIO  DB),  "autor  descon^cido" ;  rcpnsenttd  tto 
auto  El  Belhcina  dorado  in  Seville  in  1589.     Sec  Escobedo  (Ak* 

TONlO  de). 

Sedeno  (Gabriel),  actor  in  1632  in  Madrid.  Hb  wife** 
Ana  de  Saavedra  y  Aguiar. 

Segobia,  actor  in  the  cast  of  Tirso's  Ctloi  con  Crtot  le  ri'* 
(  1625),  talcing  the  part  of  Carlos. 

Segura  (Ana  de),  actress,  married  Bias  de  Aranda  in  ValU- 
dolid  in  1607.  (M.  y  M..  Esiudtos,  p.  566.)  Both  were  in  the 
company  of  Hcrnan  Sanchez  de  Vargas  for  one  year  fnaa  F( 
161 1.  Whether  she  is  the  same  as  the  Juana  de  Segun 
below,  I  do  not  know. 

Segura  (Antonio  de),  actor  in  the  company  of  Ci 
Avendano  in  1632. 

Secura  (Francisco  db)  of  Seville  represented  the  loio  fl 
EntahamientQ  de  la  Humanided  in  1 575  at  Seville.  Pniiap*  lk« 
is  the  Segura  mentioned  by  Suarez  de  Figueroa,  Pt^nt  Viottnd, 
1615,  as  an  actor  then  deceased. 
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^Secuka  (Caspar  de),  husband  of  the  actress  and  autora  de 
comedioi  Francisca  Loptz  (1660).    He  died  before  1663. 

Segura  {Juana  de).  widow,  actress  in  the  company  of  Jcro- 
nimo  Sanchez  from  March  27,  1623,  for  one  year. 

Segltra  (Maria  de),  autora  de  comediat;  she  had  a  company 
m  Seville  in  i66j. 

SEQUEittus  (Juan  ds  Sierra),  musico  in  the  company  of 
Manuel  Vallejo  in  1676  and  1679;  he  was  in  Agustin  Manuel's 
company  in  1677  and  1678,  and  in  Carvajal's  in  1681.  According 
to  Cotarclo  (Migajas  del  Ingenio,  igo8,  p.  194),  his  first  wife  was 
Teresa  de  Garay,  q.  v. 

Serrano  (Caspar),  actor  in  the  cast  of  Lope  de  Vega's  Ls 
fran  Columna  fogosa  in  1629. 

Serrano  (Jose),  actor  in  the  company  of  Magdalena  Lopez  in 
1674  in  Seville. 

Sevillano  (Bernardino),  actor  in  Madrid  in  Jan.,  i6tg. 

Sevillako  (Lucia  or  Luisa),  widow,  actress  in  a  joint  com- 
pany in  1637,  representing  in  Brunctc  on  Aug.  15  and  16,  and  in 
Penalver  in  March,  1639. 

Sierra  (Antonio  de),  actor  in  the  company  of  Juan  Rodriguez 
de  Antriago  in  April,  1639. 

Sierra  (Dorotea  de),  wife  of  Juan  Mazana;  both  appeared 
in  the  cast  of  Alarcon's  Las  Paredts  oyen  in  1617,  and  in  Lope 
de  Vega's  El  Brasil  reitituido  in  1625.  She  was  the  daughter  of 
Jeronima  de  Sierra  by  a  first  marriage.  She  was  in  the  company 
of  Antonio  de  Prado  in  1632 (  ?)  or  i636(  ?).  v.  Rosell,  Vol.  I, 
pp.  174,  193,  322.  The  entremes  Las  Duehas  (p,  322)  seems  to 
have  been  represented  in  1635-36.  In  Feb.,  1636,  she  and  her 
husband  Juan  Mat^na  agreed  to  act  at  Brunete  at  the  festival  of 
Nuestra  Scnora  de  San  Roque.  In  May,  1642,  she  is  described  as 
the  former  wife  of  Juan  Mazana,  who  was  still  living.  She  had 
rwo  daughters,  Jusepa  and  Manuela. 

Sierra  (Jeronima  de),  mother  of  Dorotea  de  Sierra  by  a  first 
marriage  and  afterward  wife  of  the  actor  Juan  de  Escuriguela  or 
ElKorihuela  at  the  date  of  her  will,  Dec,  26,  1641. 

SiGURA  (Juan  de),  actor  in  the  company  of  Jcronimo  Vela^ 
quea;  from  May,  1 574,  till  Shrovetide,  1 575,  for  the  sum  of  100 
ducats,  "y  demas  dellos  Ic  ha  de  dar  de  comer  y  bebcr  y  cama  y 
posada  y  hacclle  lavar  la  ropa  y  Ucvarle  y  tracrlc  cabaltero  donde 
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quiera  que  fuere  y  los  dichos  den  ducados  se  los  ha  dc  ir  d«4» 
como  fuere  sirviendo."     {N^  D.,  p.  334.) 

SiLVA  (AloNSO  De),  maestro  de  danxas  ar  the  Corpus  haad 
at  Madrid  in  1574. 

SiLVA  (Antonio  de)  actor  in  Valladolid  in  1644  in  the  o*- 
pany  of  Francisco  de  Guzman  Morales. 

SiLVA  (Catauna  de),  actress,  wife  oi  FraJidsco  AntOM 
Becerra,  representing  in  Valladolid  tn  1642.     (M.  y  M.,  p.  5^ 

Simon  (Juan  Antonio),  second  falan  in  the  comiwir  rf 
Pablo  Martin  de  Morales  in  Seville  in  1678;  in  1681  he  ml  it 
the  company  of  Juan  Antonio  de  Carvajal. 

Simon  (Manuel)  and  his  wife  belonged  to  the  axnpur  tf 
Diego  Lopez  de  Alcaraz  in  1603-04;  he  was  in  the  coropinF"' 
Alonso  de  Heredta  in  March,  1614;  in  the  company  of  Pcdn  dr 
Valdes  in  1613-14,  and  appeared  in  Lope's  La  Dema  M*.  H» 
directed  a  company  in  1627,  acting  in  the  Co/iseo,  in  Seville,  ad 
his  name  occurs  in  the  cast  of  Lope's  La  Conpeteacta  en  los  N^io- 
His  company  first  produced  Cordeiro's  comedia  £/  ffi/*  it  Im 
Batallas.    (Schack,  NafAfni^Cy  p.  103.) 

Solano  (Agustin)  of  Toledo  and  his  wife  Roca  Pwli  l^ 
longed  to  the  company  of  Tomas  de  la  Fuentc  from  starch  3, l$t|. 
till  Shrovetide  of  1585.  receiving  g  reals  for  each  pLifoiiiiinrr 
and  4}/!  reals  daily  for  maintenance.  In  1593  be  wat  in  tir 
company  of  Cisneros.  (Rojas,  Via^f,  p.  5 15-)  On  May  1%  IWS* 
he  joined  the  company  of  Caspar  de  Porrcs  for  rvra  yean,  »«• 
Shrovetide  to  Shrovetide,  receiving  3000  reals  per  year.  I« 
March,  1597,  he  seems  to  have  been  tn  the  company  of  NKoiM 
de  los  Rios.  {N.  D.,  p.  47.)  In  Nov.,  1600,  be  was  agam  ia  tk 
company  of  Caspar  de  Porres.  Solano  was  one  of  the  inttriocv 
tors  in  the  Viage  tntretenido  of  Rojas  ( 1 603 ) ,  who  calls  Us  • 
famous  actor  {p.  362).  Suarez  de  Figueroa  in  his  Pima  Umund 
(1615)  gives  his  name  among  the  famous  actors  then  deotate^ 
He  is  also  mentioned  by  Lope  de  Vega,  Comedias,  Part  XVI, 
i6i2,  Prologue,  among  the  celebrated  players  who  were  i^  it»- 
appearing,  and  in  the  dedication  of  his  comedia  3^r§e  Ttltit»-  ■ 
"comcdia  de  las  antigtias  raias,"  in  Part  XVH,  Lope  bestw**  *■ 
extraordinary  praise  upon  Solano:  "Hacia  el  Jorfe  7«MiM 
aquel  insignc  rcprcscntantc  de  Toledo  Solano,  a  quien  en  la  £{■'* 
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del  ga]an  por  la  blandura,  tallc  y  asco  dc  &u  persona  nadic  ha 
igualado."  In  the  Finge  mtreienido  (p.  393)  Solano  states  that 
he  wa£  a  boy  in  1 566. 

Solano  (Francisco),  autor  de  eomedias  in  1637  ^""^  ^638;  his 
wife  was  Isabel  de  Quesada. 

SoLER  (Jose),  harpist  in  the  company  of  Manuel  Vallejo  in 
1672,  J673,  and  1674. 

SoRIA  (Diego  DB)  of  Toledo,  actor  in  the  company  of  Antonio 
Oranados  in  Valladolid  in  April,  1604. 

SoRiA  (Francisca  de),  actress  in  the  cast  of  Lope's  Amor, 
PleUo  y  Desafio  (1621). 

SoUtA  (Juan  de),  actor  in  the  company  of  Diego  Lopez  de 
Alcaraz  in  1 603-04,  and  member  of  a  joint  company  of  actors  in 
March,  1604.  The  name  Soria  occurs  in  the  cast  of  Lope's  Ltt 
J3isct>rdia  en  los  Casados  ( 161 1 ). 

Soriano  (Juan  de)  belonged  to  the  company  of  Baltasar 
Pinedo  in  Toledo  at  Corpus  in  161 3. 

Soriano  (Pedro),  primrr  ffalan  in  the  company  of  Jeronirao 
Vallejo  in  1660;  he  was  barba  in  Agustin  Manuel's  company 
in  1678;  in  Jose  de  Prado's  in  1679;  in  Jeronimo  Garcia's  in 
1680  and  in  Carvajal's  company  in  168 1. 

Sosa  (D.  Francisco  de),  musician  in  a  Joint  company  at  Htta 
in  July,  1637. 

Soto  (Juan  de),  actor  in  the  company  of  Ines  Gallo,  was 
drowned  at  Huelva  in  1678. 

SOTOMAYOR,  V.  PaEZ  DE  SOTOMAYOR. 

SoTOMAYOR  (Francisco  de)  and  his  wife  Vicenta  Lopez  were 
members  of  the  company  of  Cristobal  de  Avendano  for  one  year 
from  Jail,  i8t  1626,  and  both,  with  their  daughter  Isabel  (v.  ISA- 
belica),  belonged  to  the  company  of  Roque  de  Figucroa  in  1631. 
See  RoscU,  Vol.  I,  p.  231,  which  shows  that  he  managed  a  company 
in  the  preceding  year.  He  appeared  in  the  cast  of  Lope  de  Vega's 
Lot  Gutmanet  de  Torsi,  ed.  Rcstori,  p,  vii.  It  seems  that  he  died 
in  1637.     (Gallardo,  Ensayo,  Vol.  I.) 

SoTOMAYOR  (Isabel  de),  v.  the  preceding.  She  is  probably 
the  Isabelica  of  La  Gunrda  cuidadosa  by  Miguel  Sanchez,  ed, 
Rcnnert;  and  of  Lope's  Lbs  Guzmanei  de  Toral.  ed.  Restori. 
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SoTOMAYOR  (Juan  de)   of  Toledo,   actor  in  the  cotiipMj' li  1 
Domingo  Balbin  in  Seville  in  1613,     In  161 7  and  1619  ai  Csi^J 
in  Seville  he  was  a  member  of  the  company  of  Juan 
ceiving  in  the  fonner  year  3.  gratuity  of  lOoo  reals  for  his  < 
acting  in  the  auto  La  Salteadora  del  Cieio. 

SuAftEZ  or  SuAREz  Camacko  (Cristobal),  actor  in 
pany  of  Domingo  Balbin  from  June,  1609,  to  1610.    In 
he  was  a  witness  to  the  marriage  of  Diego  Lopez  de  Alcvat  1 
Catalina   de   Carcaba.      He  was   again    in    Balbin's 
1613,  and  his  name  occurs  in  the  cast  of  Lope's  El  Fflid 
Discreto  (1624).     In  1627  he  was  in  the  company  of  the  Vi 
cianos.     (Barrera,  N.  Bwg„  p.  442.)     In  1629  he  had  a^ 
and  represented  an  atilo  in  Seville.     This  is  probably  the 
who  first  produced  Lope's  A  mar  coma  se  ha  de  amar.    The  1 
read:  "Reprcscntola  Suarez,"  and  the  MS.  contains  licenses  oil 
year  1643.     (Paz  y  Melia,  CatdlogQ,  No,  121.) 

SUARBZ  (DiBCO),  one  of  the  autorei  de  c^medim  in  cbirfti 
the  autdi  in  Seville  in  1684. 

Suarez  (Dionisia)  of  Madrid,  wife  of  the  actor  and 
tomedias  Juan  Martinez;  both  were  in  the  company  of 
Ortiz  in   Seville  in    1 61 9,  when  she   received    a   gratuitf 
ducats  for  her  dance  las  Gallegai.     She  was   again  in 
pany  of  Ortiz  in  the  following  year.    The  statement  th«  dx ' 
the  wife  of  Juan  Nunez  (S.-A.,  p.  204)    b  almost  certainly 
error. 

Suarez  (Maria),  wife  of  Francisco  Rodriguc*;  boiK, 
with  their  daughter  Antonia  Bemarda,  were  in  the 
Manuel  Vallejo  in  i6ji. 

Suargz  (Paula),  actress  in  the  company  of  Manuel  Vl 
in  1675. 

SusTAETE,  V,  Lopez  de  Sustaetb. 

Tafalla   (Berkabe),  actor  in  the  company  of  Cratobtl 
Avendano  in  1622, 

Tal^vera  (MARiA>fA  de),  wife  of  Frandsco  Felix;  bcxh 
in  Barajas  at  Corpus,  1636.    She  appeared  in  Calderon's  Lmi 
es  Sue^Q.  Lope's  Don  Juan  de  duttria,  and  Rojas  ZoriiUa's  i 
p9r  ven§ant  at  the  octave  of  Corpus  in  \f  adrid  in  the 
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Tapia,  v.  Perez  de  Tapia  (Juak). 

Tapia  (Carlos  de)  or  Manuel  F^iancisco  Carlos  db 
Tapl^,  son  of  Juan  de  Tapia  and  Basilia  de  Alcaraz,  was  a  mem- 
ber of  Manuel  Vallejo's  company  in  1631,  and  in  the  company  of 
Jacinto  Riquelme  in  Seville  in  1652.  In  1 65 1  he  managed  a 
company  in  Valladolid,  which  included  Maximiliano  Morales, 
Maria  de  Borja,  Juan  Rodriguez,  and  Beatriz  Barba.  (M.  y  M., 
p.  567.)  He  returned  to  Seville  in  1660  and  1663  in  the  company 
of  Francisca  Lopez,  and  in  1665  in  the  company  of  Felix  PascuaL 
He  was  still  living  in  l68o. 

Tapia  (Francisco  de),  harpist  and  musico  in  the  company  of 
Alonso  de  Olmedo  in  1635. 

Tapia  (Jose  de),  son  of  Juan  de  Tapia  and  Basilia  de  Alcaraz; 
he  was  in  the  company  of  Manuel  Vallejo  in  1 631. 

Tapia  (Juan  db),  native  of  Seville,  was  more  than  twenty-five 
years  old  on  March  5,  1584,  when  he  joined  the  company  of  Tomas 
de  la  Fuente  for  one  year,  till  Shrovetide,  1585.  In  1600-01  he 
seems  to  have  been  in  the  company  of  Gabriel  de  la  Torre.  (N.  D., 
p.  57.)  In  March,  1602,  he  had  a  company  jointly  with  Luis  de 
Castro  and  Alonso  de  Paniagua.  He  was  in  the  company  of 
Domingo  Balbin  in  Seville  in  1613,  when  he  appeared  as  Asuero 
in  La  Reina  Ester  by  Godinez.  Lope  de  Vega  {Comedias,  Part 
XVI,  Madrid,  1622,  Prologo)  mentions  him  as  a  famous  actor. 
He  married  (after  1602)  Basilia  de  Alcaraz,  and  had  two  sons, 
Jose  and  Carlos;  all  were  in  the  company  of  Manuel  Vallejo  in 
1631-32.  (Cotarelo,  Ttr«o,  p.  22a  Rosell,  Vol.  I,  pp.  277,  301.) 
Tapia  appeared  also  in  the  cast  of  Lope  de  Vega's  Los  Guxmanes 
de  Toral,  ed.  Restori,  p.  ix,  and  in  his  Sin  Secreto  no  ay  Amor 
( 1626),  ed.  Rennert.    See  also  Perez  de  Tapia  (Juan). 

Tapia  (Pedro  de),  actor  in  the  company  of  Domingo  Balbin 
in  Seville  in  161 3. 

Tardia  (Maria),  actress  in  Pedro  Cebrian's  company  in  1616, 
when  she  appeared  in  Lope  de  Vega's  Quien  mas  no  puede.  Itt 
1 61 8  she  belonged  to  the  company  of  Juan  de  Morales  Medrano, 
and  received  a  gratuity  of  501 1  mrs.  at  Corpus  in  Seville  for 
excellence  in  the  auto  La  Peregrina  del  Cielo.  In  1619  she  and 
her  husband  Cebrian  Dominguez  were  acting  in  Madrid.  {N.  D., 
P-  175.) 
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Tejada  or  Tejera  (Dieco  de)  rcpresenttd  aut&t  at  SenlWit 
1571.  1573,  and  1574- 

Tejada  Meneses  (Jose  de),  actor  in  the  company  of  Ben*- 
lome  Romero  from  March  24.,  1638,  for  one  year. 

Teloy  (Bernarda),  her  husband  Miguel  Jimenez  and  dn^ 
ter  Bernarda  Gamarra  were  in  the  company  of  Manuel  V'sUq** 
1631-32.     (Cotarelo,  Tirso,  p.  221.) 

TelleZ  (CaTALIN'a),  wife  of  Sebastian  Gonzalez;  bodi  «dl 
in  Domingo  Balbin's  company  from  Sept.  i.  1623,  tiU  Shnvf 
tide,  1624. 

Tbresa  Maria,  actress  in  the  company  of  Esteban  Nuto  ■ 
Seville  in  1654. 

Timor  (Vicente),  actor  in  the  company  of  Antonio  de  Pni» 
in  1624. 

TiMOTEO  (Jose),  actor  in  the  company  of  Francises  LiOpef" 
Seville  in  1660  and  1663. 

Toledo  (Angela  de)  and  her  husband  Miguel  Munoz  »« 
in  the  company  of  Juan  Bautisca  Valendano  in  1623.  (fiit//.  Ift^ 
(1908),  p.  248.) 

Toledo  (Juan  de),  administrator  of  the  theaters  of  Tdek 
in  1623. 

Toledo  (Luis  de),  actor  in  the  company  of  Heman  Siacki 
de  Vargas  In  Lope's  La  htrmora  Ester  (i6to).  He  vmiaBad 
in  161 1  for  stabbing  a  woman  in  the  face.  In  1614-16  btaa^^ 
wife  Petronila  de  Loaysa  of  Madrid  were  in  the  coai|pMif  ^ 
Antonio  de  Prado,  and  appeared  in  Tirso's  La  Trrcrra  At  U  Smat 
Juana,  In  1619  both  were  in  the  company  of  Jutn  hoot* 
Seville.  In  Feb..  1632,  his  wife  was  Sebastiana  de  Cordobt. 
of  Maria  de  Cordoba  y  de  la  Vega.     {N.  D.,  p,  223.) 

Tomas  (Diego),  actor  in  the  company  of  Bartolocne  RonP' 
for  one  year  from  March  22,  1639. 

Tome  (Francisco)  and  his  wife  Francisca  Antonia  bdaiV^ 
to  the  company  of  Bartolome  Romero  in   Feb.,    163$.     Be 
money-taker  [cobrador)  at  the  entrance  for  women. 

ToRRADo  (Angela  de),  wife  of  Bartolome  Manso  aod 
of   Francisca   Manso ;   both  the   latter  were    in    the  ifimfftlT  ^ 
Andres  de  la  Vega  from  Feb.  7,  1636,  for  one  jrear.     In  die 
of  Bartolome  Manso's  death,  July  26,    l6j3,   his  wife  ■  aid 
Maria  Torrada. 
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ToRius  (Gabriel  db  la),  autor  de  comedias.  In  Aug.,  1589, 
he  was  an  actor  and  lived  "in  his  own  house"  in  the  Calle  de 
Atocha,  below  the  hospital  of  Anton  Martin.  His  wife  was 
Melchora  de  Rojas.  He  had  a  company  in  1597,  and  in  1599 
represented  at  Salamanca  at  a  festival  given  by  the  "Colegio  del 
arzobispo."  In  1600  he  represented  the  autos  at  Madrid  with 
Melchor  de  Villalba.  He  is  mentioned  by  Rojas,  Viage  entretenido 
(1603),  as  a  famous  autor.  In  1605  and  161 1  he  is  styled  a 
merchant  (he  sold  theatrical  goods  and  hired  out  costumes),  and 
in  that  year  at  Corpus  brought  out,  with  Andres  de  Najera,  two 
dances:  "una  de  El  Rey  D.  Alonso,  que  sera  de  cascabeles  y  otra  de 
Cuenta."  {N.  D.,  p.  125.)  In  l6i2  he  was  again  in  charge  of 
a  dance  at  Corpus  in  Madrid  with  Luis  de  Monzon,  and  also  from 
1 61 5  to  1620.  In  1623  he  was  joint  lessee  of  the  corralet  of 
Madrid  with  Luis  de  Monzon  and  Gabriel  Gonzalez. 

ToRRELLA.  Pellicer,  Vol.  II,  p.  139,  speaks  of  two  brothers  by 
this  name,  natives  of  Morella,  and  both  at  one  time  members  of 
the  company  of  Roque  de  Figueroa.  They  so  greatly  resembled 
each  other  that  the  audience  could  not  tell  them  apart,  which 
sometimes  produced  a  very  striking  effect,  as  in  the  comedia  El 
Palacio  confuso,  where  the  illusion  of  the  play  was  greatly  aided 
by  this  circumstance. 

Torres  (Alonso  de),  autor  de  comedias  who  represented  the 
auto  La  Justa  divina  in  Seville  in  159 1.  Perhaps  this  is  the  Torres 
who  appeared  in  the  sixteenth  century  Entremes  de  un  Hijo  que 
nego  a  su  Padre,    v.  p.  406. 

Torres  (Ana  de),  actress,  wife  of  Manuel  Jerje  and  mother 
of  Francisca  and  Beatriz  de  Hinestroza  and  of  Juana  de  Mendoza, 
all  of  whom  were  in  the  company  of  Manuel  Vallejo  in  1631-32. 

Torres  (Bartolome  de),  actor  in  the  company  of  Nicolas  de 
los  Rios  in  Seville  in  1609,  and  in  Feb.,  1614,  in  the  company  of 
Alonso  de  Villalba.    v.  Rojas,  Viage  entretenido,  p.  465. 

Torres  (Catalina  Eugenia  de),  wife  of  Felipe  Garces;  both 
were  in  the  company  of  Antonio  Granados  from  Sept.  3,  1604,  for 
one  year. 

Torres  (Cristobal  de),  actor  in  the  company  of  Antonio  de 
Castro  in  Seville  in  1656,  and  in  that  of  Juana  de  Cisneros  in  1660. 

Torres  (Francisca  db),  wife  of  Juan  Vazquez;  both  were  in 
the  company  of  Antonio  Granados  for  one  year  from  March  19, 


6o8     SPANISH  ACTORS  AND  ACTRESSES 

1623,  "she  to  pky  one  half  of  the  first  parts  of  the  old  and  ipr 
comedias,  one  half  of  the  second  parts,  and  one  half  of  the  iok' 
They  were  in  the  company  of  Manuel  Vallejo  from  Ash  Viti» 
day,  1624,  for  one  year,  she  to  play  one  half  the  first  paits.  TV 
had  a  daughter  Maria  Vazquez. 

Torres  (Isabel  de),  la  Granaama;  in  July,  1614-15, ditvB 
the  wife  of  Francisco  Hernandez  Galindo,  and  boch  were  matei 
of  the  company  of  Claramontc.  She  is  mentioned  in  i.  aofbiM 
made  to  the  Inquisition  of  Valencia  (in  1388?}  as  liraf 
concubinage  with  Avendano,  el  Mozo,  "a  youth  with  a  sof  n 
the  right  eyCi"  when  both  were  in  Osorio's  company  in  thatoQ- 
At  this  time  Isabel  was  married,  her  husband  being  appnodf 
the  same  company,    v.  Cotareto,  Lope  de  Rueda,  p.  30. 

Torres  (Jose  de),  actor  in  the  company  of  Tonus  Din  ■ 
Seville  in  1645. 

ToRHES  (JosEFA  oe),  don£tlla,  actress  in  the  companj  of  Ji 
Acacio  in  Seville  in  1644. 

Torres  (Juan  m ),  actor  in  the  company  of  Gasp»r  dc  Pund 
in  Dec.,  1597. 

Torres  (Leocapia  di),  wife  of  Segundo  de  Morala;  b«i 
were  members  of  the  company  of  Diego  Vallejo  in  Sc%-ilk  in  iMa. 

Torres  (Marixa  de),  wife  of  Diego  de  Santiago  in  Oo. 
1602,  when  both  belonged  to  the  company  of  Melchor  dcL«m;ti 
Feb.,  1614,  she  was  the  wife  of  Jcronimo  dc  Culebras,  and  boti 
were  members  of  the  company  of  Alonso  dc  Villalba  fof  OK  }■( 
from  that  date. 

Torres  (Melchor  de)  played  second  gnlanes  m  the 
of  Angela  de  Leon  in  Valencia  in  1676. 

Torres  (Salvador  de),  gracioxn  mentioned  by  PcJlicer,  VoLIl 
p.  60. 

Torres  (Teresa  de),  wife  of  Domingo  Garcia;  both  wiR  i> 
the  company  of  Felix  Pascual  in  Seville  in  1665. 

Torres  (Tomas'de),  actor  in  the  company  of  Juan  Aadt* 
Seville  in  1619. 

Torres  (Ursula  de),  wife  of  Francisco  Ortiz,  nbrwiar: 
were  in  the  company  of  Bartolome  Romero  for  one  JtM  fi^' 
March  14,  1640.  In  Gallardo,  Emayo.  VoK  1,  p.  671.  wr  nd 
that  Ursula  de  Torres  was  the  wife  of  the  cobrad<tr  Juafl  d<  Af** 
and  that  she  had  a  daughter  Maria  de  Ayora. 
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Torres  Laballb  (Maria  de),  wife  of  Antonio  de  Castro; 
both  were  in  the  company  of  Juan  Acacio  in  Seville  in  1644. 

TovAR  (Luis  de),  actor  in  the  company  of  Alonso  de  Olmcdo 
in  1635. 

Trejo  (Juan  de),  actor  in  the  company  of  Juan  Roman  from 
Shrovetide,  1639,  to  Shrovetide,  1640, 

Tre\'ino  or  Tribino  (Francisco  de),  actor  in  the  company 
of  Cristobal  tie  Avendano  in  1622;  in  1624  he  was  in  the  com^ 
pany  of  Juan  de  Morales  Medrano,  and  his  name  occurs  in  the 
cast  of  Lope  de  Vega's  El  Poder  en  el  Dhcreto  (1623),  performed 
by  that  company,  and  in  Amor,  Pleito  y  Desafio  (1621-^2).  In 
J  63 1 -52  he  was  in  Roque  de  Figueroa's  company,  to  which  his 
wife  Isabel  Blanco  also  belonged.  (Cotarelo,  Tirso,  p.  206; 
Roscll,  Vol.  I,  pp.  109,  522.)  He  was  in  the  same  company  in 
1635,  and  appeared  in  Peltffrar  en  ios  Remedioi  by  Rojas  Zornlla. 
He  and  his  wife  also  appeared  in  Lope's  Los  Guzmanes  de  Toral, 
cdl.  Restori,  p.  tx.  From  Shrovetide,  1637,  to  1638,  he  was  gracioso 
in  the  company  of  Lorenzo  Hurtado. 

Tristan  (Matias)  of  Zaragoza,  actor,  member  of  a  distin- 
guished family.  His  first  wife,  Angela  Labella  (not  an  actress), 
jealous  of  her  husband,  poisoned  herself.  He  then  married 
Manuela  Quirinos  of  Zaragoza. 

Trvchado,  actor  in  the  company  of  the  Valencianos  in  1627. 
(  Barrera,  N.  Biog.,  p.  44a. ) 


Uarte,  v.  Duarte. 

UcETA  (Alonso  de),  actor  in  the  company  of  Avendano, 
together  with  his  wife  Dona  Maria  de  Castro,  in  1632.  (Cotarelo, 
Tirto,  p.  303 ;  Rosell,  I,  P-  84,)  In  the  BvlL  HUp.  ( T908) .  p,  248, 
we  read  that  Diego  de  Uceta  and  his  wife  Maria  de  Castro  were 
in  Juan  Bautista  Valcnciano's  company  in  March,  1623. 

Ucarte  (Juan  de),  harpist  in  the  company  of  Manuel  Vallcjo 
in  1676. 

Ulloa  (Ana  Maria  db)>  wife  of  Juan  de  Montemayor  and 
mother  of  Beatriz  de  Velasco.  She  belonged  to  the  company  of 
Antonio  de  Prado  in  1614-16,  appearing  with  her  husband  in 
Tirso's  La  Tercera  de  la  Sancta  Juana.  Both  were  in  the  com- 
pany of  Feman  Sanchez  de  Vargas  in  161 7 -18,  and  in  Heredia'g 
company  in  1627-28,  appearing  in  Lope's  Del  Monte  saU.     In 
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i6j2  she  and  her  husband  and  daughter  bdonged!  to  tbei 
of  Cristobal  de  Avendano.     (Cotarelo,  Tirso,  p.  203.) 

Ulloa   (Antonia  de),  musica  in  the  company  of  Je 
Vallejo  in  1660. 

Ulloa  y  SoroMAYOR  (Inbs  de),  wife  of  Andres  de 
actor  in  the  company  of  Hcrnan  Sanchez  de  Vue»  in 
1626. 

Urbina  (Pedro  de),  v.  Ortiz  db  Urbina. 

Urquiza   (Juak  de),  his  wife    Maria    Hidalgo,  and 
Pedro  were  in  the  company  of  Roque  de  Figueroa  ia  1631.    (( 
relo,   Tirso,  p.  206.}      In   1638  he  was   cobrador  in  Antonio  1 
Rueda's  company. 

Urquiza  (Pedro  de),  v.  preceding.     He  and  his  wife  Jn 
Candado  were  in  the  company  of  Antonio  de  Rueda  in  Seniki 
1644. 


Vaca  (Gabriel)  of  Madrid,  autw  de  comedias  in  ISOS. 
wife  was  Catalina  de  Valcazar.     In   1601—02  he  had  a 
with  Pedro  Ximenez  de  Valenzuela.     Vaca  and  his  wife  »«■ 
the  company  of  Antonio   Granados    from    Sept.    ij,    ifiOA, 
Shrovetide,   1603.      (5.  //.    (1907),   p.  367.)       He  dW 
March  30,  1608. 

Vaca  (Hjpolita),  daughter  of  Juan  Ruiz  de  Meniii.««/*r< 
comeiins,  and  Mariana  Vaca.    She  was  a  nainor  in  1596- 

Vaca  (Mariana),  wife  of  Juan  Ruiz  dc  Mendi  (1589).' 
died  Nov.  24,  1596,  she  surviving.  She  was  the  mother  of  Ji 
and  Hipolita  Vaca,  and  was  a  celebrated  actress.  She  aaiat ' 
managed  a  company  after  her  husband's  death,  for  she 
Lope  de  Vega's  Viuda  Valenckna  before  1 603.  (I  bdievc 
play  has  been  revised,  as  we  have  it  now.)  Lope  says: 
sentola  Mariana  Baca,  unica  en  la  accion,  y  en  entendcr 
versos."  {Comedias,  Part  XIV,  fol.  loi.)  Suarez  dc  F^ 
Piaxa  Vrth'trmi  ( 1615),  mentions  her  among  the  famous 
then  deceased. 

Vaca  (Mariana),  v.  Morales  (Mariana  Vaca  ot). 

Vaca  de  Mendi  (Jusepa)  or  Jusepa  Vaca,  as  she  is i 
called,  one  of  the  most  famous  of  Spanish  actresae,  was  the  ( 
tcr  of  Juan  Ruiz  de  Mendi  and  Mariana  Vaca.     She  married  1 
celebrated  autor  dt  comedias  Juan  de  Morales  Medruio  on  Dtc^ 
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1602,  from  which  time  she  appeared  almost  constantly  tn  her  hus- 
band's company.  For  her  Luis  Velez  de  Guevara  wrote  La  Serrana 
dt  la  Vera  (1603),  and  Lope  de  Vega  composed  his  Aimenas  de 
Tero  (i6i8)*  "Rcpresentola  Morales  y  hizo  la  gailarda  Jusepa 
Vaca  a  Dona  Elvira."  She  had  a  daughter  Mariana  de  Morales, 
q,  V,,  3(id  in  1622  she,  her  husband,  and  her  daughter  belonged  to 
the  company  of  Manuel  Vallejo,  and  in  1623  all  appeared  in  Lope 
de  Vega's  £/  Pader  en  el  Dhcrfto.  They  lived  in  the  Calle  del 
Principe  (i6ig).  In  1618  Jusepa  and  her  daughter  Mariana  re- 
ceived a  Eratoity  of  300  reals  for  excellence  in  acting  in  Enciso's 
auto  La  Serrano  de  la  Vera  in  Seville.  Jusepa  Vaca  was  still  living 
In  Madrid  in  1634,  her  husband  being  in  Segovia  in  that  year  with 
his  company.     {N,  D.,  p.  239.) 

VaCAMONT£,  v.  BftACAMONTE  GaLLARETA. 

Valba  Ojeda  (Maria)  played  second  parts  in  the  company  of 
Pedro  de  Ortegon  in  Seville  in  1635. 

Valcarcel,  v,  Gonzalez  Valcarcel. 

Valcazar  (Catalina  de),  wife  of  the  autor  de  comedias 
Gabriel  Vaca  {March,  1598,  to  1602),  Both  were  in  the  company 
of  Antonio  Granados  from  Sept.,  1603,  till  Shrovetide,  1603. 
On  March  30,  1608,  she  married  Alonso  Riquclmc.  Both  arc  then 
described  as  being  widowed.  (N.  D.,  p.  105,)  She  appeared  in 
her  husband's  company  in  1610  in  Lope  de  Vega's  La  buena 
Guarda.  Catalina  Valcazar  died  on  Nov.  22,  1618.  In  the 
"partida  de  defuncion"  she  is  d«cribed  as  "madre  de  Riquelme 
farsante,"  Perez  Pastor,  Bull.  Hisp,  (1907),  p.  383,  says  that 
she  was  the  mother-in-law  of  Alonso  Riquelme. 

Valcazar  (Jeronima  de),  wife  of  Pedro  Garcia  de  Salinas; 
both  were  in  the  company  of  Alonso  Riquelme  prior  to  Feb.  15, 
l6ig,  when  they  joined  the  company  of  Fernan  Sanchez  de  Vargas 
for  two  years,  beginning  at  Shrovetide,  she  playing  second  parts, 
Both  belonged  to  the  company  of  Manuel  Vallejo  in  1631-32,  she 
plajnng  graciosa  parts,  and  both  appeared  in  Lope  de  Vega's  El 
Cattifff  tin  Venffanza  (»632). 

■  Valcazar  (Juan  de),  actor  in  Valtadolid  in  1628,  in  the  com- 
W  pany  of  Figueroa.     (M.  y  M.,  p.  566.) 

■  Valcazar    (Luis)    was  a  member  of  the  company  of  Luis 
I    Hurrado  in  Seville  in  1642. 

m       Valcazar  (  Maria  de) ,  wife  of  Pedro  de  Valcazar ;  both  were 
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members  of  the  company  of  Bartolomc  Romero  from  Sept  i,  ibiJ, 
till  Shrovetide,  1639,  and  from  Feb.  25,  1640,  for  one  )rnr.  «i 
again  in  1642  and  1645.  She  played  third  parts.  Her  full  aim 
was  Maria  de  Astorga  y  Valcazar.  {N.  Z>.,  p.  296 ;  Rosell.  Vci  L 
p.  220.) 

ValCa2aR  (Pedro),  v.  the  preceding.  He  played  the  p»tc( 
vejete.  A  Valcazar,  famous  as  a  ffraciato  (about  J638)  is  mo- 
tioned in  an  entremes  of  Benavcnte.    v.  Rosell,  I,  p.  371. 

Valdes  (Agavaro  Francisco)  of  Valiadolid,  an/tr  it  nmt- 
dial  in  Madrid  in  1583-84  and  in  April,  1588.  His  wiSc  ni 
Luisa  de  Aranda. 

Valdes  (Caspar  de),  actor  in  the  company  of  Manuel  Val^l 
in  Seville  in  1643  and  in  Madrid  in  1650  and  165 1  in  the  ooavtff 
of  Antonio  de  Frado. 

Valoes  (Maria  db)  played  ifgundas  Jamas  in  the  CMftpwy"* 
Simon  Aguado  in  1674;  in  1676  she  was  in  the  comptny  of 
Antonio  de  Escamilla,  and  in  1677  and  1678  with  Agustin  MiBtd 
de  Castilla« 

Valdes  (Pedro  de),  famous  actor  and  an  for  dt  comeim.  He 
was  an  actor  in  the  company  of  Melchor  dc  Villalbs  prior  ■ 
Nov.,  1596  (N.  D.,  p.  345),  aind  was  In  the  company  of  Diep 
Lopez  de  Alcaraz  in  1603—04,  In  1610  his  company  and 
Juan  de  Morales  Medrano  represented  the  autoi  at  Se^nlle, 
he  returned  in  1616  and  1617.  In  161 1  Valdes  was  in  the 
of  Pinedo.  (Perez  Pastor,  BibL  Mad.,  Part  III,  p.  325;.* 
P-  139-)  1^1  Feb.,  1614,  his  wife  was  the  no  less 
Jeronima  de  Burgos,  who  had  also  been  in  Pinedo *s  cxxaipmaf, 
Feb,  2,  16 14,  Valdes  is  called  "autor  de  comedias  de  lo4 
por  S.  M."  He  was  one  of  the  twelve  autorei  authorized  bf  At 
decree  of  1615.  On  July  28,  1615,  he  and  his  wife  mongi^  ■ 
house  which  they  owned  in  Valiadolid  "a  la  guerta  perdida"  fa» 
8085  reals.  In  this  year  he  took  his  company  to  Lbboa  (dot 
June  15),  and  in  1617  represented  in  Dona  Eit^ira  in  SevtUe.  fa 
1621  he  produced  two  autof  In  Madrid,  receiving  600  daa& 
Valdes  first  represented  several  comedias  of  Lope  de  Vesa, 
them:  La  Dama  boba  (1613)  ;  Can  tu  pan  te  to  coma  ( 
before  1618)  ;  i-a  ViUana  de  Xetafe  (printed  in  1620) ;  Amm. 
Pleito  y  Desafio  (written  In  l6ai)  ;  In  the  latter  play  Valdai^ 
peared  as  the  servant  Sancho,  and  "La  Scfiora  Jeronxiu"  m  tkt 
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servant  Leonor.     Among  the  comedias  of  Tirso  dc  Molina  first 

produced  by  him  were:  Amor  y  Celoi  kacen  Diseretoi  ("Rcpre- 

sentola  Valdes,  con  que  coraenzo  en  Sevilla")  ;  Quien  hablo  pag6; 

La  prospers  Fortttna  de  D.  Alvaro  de  Luna  y  adversa  de  Ruiz 

Lpptx  d'Jvalos,  Priraera  y  Segunda  Parte.     (Com^diat,  Part  II, 

1635.)      In   1623  Valdes  represented  privately  before  the  King. 

I  In  his  company  in  the  j'car  1635-26  were:  Juan  Gonzalez,  Pedro 

i  de  Salazar,  Pedro  Real,  and  Ignacio  Velazquez.     {B.  H.  (1908), 

^  p.  250.)     He  had  a  company  in  Perpinan  on  May  10,   1632,  as 

the  autograph  of  Montalban's  corned ia  La  puerta  Macarena  shows. 

(S.-A.,  p.  146.)     V.  Paz  y  Melia,  Catahgo,  p.  303,  who  gives  the 

date  as  May  lo,  1631. 

Valdes    (Ra^aela  oe),   actr^s   in   the  company   of   Manuel 
'    Vallejo  in  1631.    In  1637  she  is  called  "criada  de  Damian  Arias," 
an  actor. 

Valdes  Toral  (Di£go  de)  agreed  to  act  in  the  company  of 
Juan  Martinez  in  1631.  His  wife  in  Feb.,  1637,  was  Ber- 
nards de  Castro  y  Guzman,  and  both  contracted  to  act  tn  the  com- 
pany of  Luis  Bernardo  de  BovadiUa  for  one  year,  he  taking  third 
puts  or  harbas  and  she  playing  primerios  dfrmas. 

Valdivia  (Francisca  Maria  de),  wife  of  Pedro  Garcia  de 
Vergara;  both  were  members  of  the  company  of  Francisco  Solano 
from  Aug.  12,  1637,  till  Shrovetide,  1638. 

Valdivielso  (Juan  de)  of  Madrid,  actor  in  the  company  of 
Juan  de  Tapia  from  March  4,  1602,  to  1603,  in  the  company  of 
Metchor  de  Leon  in  1607,  and  in  Diego  Vallcjo's  company  in  l6ig. 
He  appeared  in  Lope's  El  Sembrar  en  hufna  tierra  (1616). 

Valdivieso  (Simon  Arias  de),  "prodigioso  rcprcscntante," 
mentioned  by  Claramonte  in  his  Letanh  moral  (1613)  as  then 
doreased. 

Valencia  (Francisca  de)  of  Seville,  actress  in  the  company 
of  Esteban  Nunez  in  Seville  in  1654-55.  In  the  preceding  year 
she  was  in  the  company  of  Miguel  Bermudez. 

Valencia  (Francisco  de)  and  his  wife  Maria  de  Herrera 
'were  in  the  company  of  Juan  Bautista  Espinola  from  Feb.  16,  1633, 
to  1634;  both  played  second  parts,  and  both  were  in  the  company 
of  Hernan  Sanchez  de  Vargas  from  March  9,  1634,  to  1635.  He 
also  acted  in  the  company  of  Tomas  Fernandez  and  Sebast.  de 
Avellaneda. 
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Valenciano   (Agueda),  daughter   of    Francisco  Vali 
both  were  in  the  company  of  Pedro  de  la  Rosa  in  1636-J7, 

Valencano  (Francisco)  played  old  men's  puts  ( 
the  company  of  Pedro  de  la  Rosa  in  1636-37. 

Valenciano  (Juan  Bautista),  native  of  Valetidi.   HeW 
company  in  r6i7,  when  he  produced   Lope  de  Vega's  EJ 
vengado.  in  which   he  appeared   as    Rugero    and   his  wiht 
Manuela  Enriquez,  also  of  Valencia,  as  Celia.     In  1619  htmk 
wife  were   in   the   company   of    Cristobal    Ortiz    At  ViUmi 
Corpus  in  Seville.     In  1620  Andres  de  Claranaontc  wrote  ierii 
the  comedia  La  infelix  Dorotea,  in  which  he  appeared  as  Don 
nando,  and  in  1621  he  represented  aufot  in  Seville.    On 
noon  of  Thursday,  July  25,  1620,  the  Valencianos,  who 
joined  by  Cristobal  Ortiz,   were   representing   Claramaotci 
Onofre  6  el  Rey  de  los  Desiertos  in  the  Coliseo  at  SeriUc, 
was  destroyed  by  fire,      (S.-A.,  p.  2ii.)       In    1622  hj» 
produced   Lope   de   Vega's   Nueva    Victoria    dr   D,   GtwsA 
Cordoba,    Manuela   Enriquez   also   appearing    in    the 
March   18,   1623,  he  agreed  to  take  hts  company  to  Vj 
{BulL  HUp.  (1908),  p.  248.)      In  his  company  w«t: 
Manuela  Enriquez,  Diego  de  Uceta  and  his  wife  Maria  de 
Agusttn  Coroncl,  Migud  Munoz  and  his  wife  Angela  de 
Pablo  Sarmtento  and  his  wife  Maria  Caldcron,  Gincs  dr 
Juan  de  Arcc,  and  Juan  Perez.     (Ibid.)      In  this  j-car  ha 
and  those  of  Juan  de  Morales,  Cristobal  de  Avendano  aai 
Vallcjo  acted  on  the  stages  which  were  erected  along  the 
Madrid  on  the  occasion  of  the  visit  of  the  Prince  of  WJo^  ( 
In  Oct.,   1623,   he  is  called  autor  de  comedias  por  $■  V- 
represented   three  comedias  privately   before    the    King;  le 
resided  In  Segovia.     His  company  represented    in   Mtini  I 
Nov.,  1623,  until  twenty  days  before  Shrovetide  of  1624.    He 
produced  Tirso's  TantQ  es  h  de  mas  como  to  de  mem«s.    (C»"^ 
dks,  Part  I  (1626).)     He  seems  to  have  died  before  i6a&   t.£^ 
RiQUEz  (Manuela). 

Valenciano  (Juan  Jeronimo)  of  Valencia,  actor  in  ikr 
pany  of  his  brother  Juan  Bautista  Valenciano  in  1617,  wto^ 
appeared  in  Lope's  El  Desden  vengado;  in    1619  he  heki^  ■ 
the  company  of  Cristobal  Ortiz  de  VtUazan,  and  in  t620ht 
in  his  brother's  company  in  Seville.     In  this  year  he 
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u  the  King  in  Claramonte's  Infeliz  Dorotea.  In  1623  he  had  a 
company  in  Madrid,  and  on  Feb.  12  produced  the  comedia  of 
Alarcon  and  Belmonte,  Siempre  ayuda  la  Verdad,  before  the 
King  and  court,  and  afterward  performed  it  in  Seville,  for  on  the 
title-page  we  read:  "Reprcscntola  Juan  Jcronimo  Valenciano,  con 
que  entro  en  Sevilla."^  He  had  a  company  in  Seville  in  1625,  1626^ 
1627,  and  1635-  His  wife  Ana  Maria  de  Caccres  played  iegundas 
damas  in  Olmedo's  company  in  Seville  in  1635,  and  both  played  in 
Manuel  Vallejo's  company  in  1643. 

Valenciano  (Santiago),  actor  in  the  company  of  Alonso  de 
Heredia  in  1614,  and  in  the  company  of  Pedro  de  la  Rosa  for 
one  year  from  March  2,  1637. 

VaLEVZUELA,  v.  JiMEKEZ  DE  VaLENZUELA. 

Valera  or  Varela  (Jacinto)  and  his  wife  Maria  de  San 
Pedro  were  in  the  company  of  Roque  de  Figueroa  in  1632  at 
Corpus  in  Seville  ( Sanchez- Arjona,  p.  281),  and  in  1634-35, 
ivhen  both  appeared  in  Pdigrar  en  los  remedios  by  Kojas  Zorrilla. 
On  Oct,  30,  1638,  Maria  dc  San  Pedro,  who  then  joined  the 
company  of  Segundo  de  Morales,  is  called  the  widow  of  Jacinto 
Varda,    {N.  D„  p.  300.) 

Vallejo  (Carlos),  well-known  actor,  son  of  Manuel  Vallejo. 
His  first  wife  was  Luisa  Romero,  and  afterward  he  married 
Feliciana  de  la  Rosa,  daughter  of  Pedro  de  la  Rosa  and  Antonia  de 
Santiago.  In  1660  he  was  srgundo  galan  in  the  company  of 
Jeronimo  Vallejo;  in  1662  tercero  galan  in  the  company  of  Sebas- 
tian de  Prado;  1663  segundo  gaian  with  Jose  Carrillo ;  1664. 
segundo  with  Juan  de  la  Callc  and  Bartolome  Romero;  in  1665 
segundo  with  Francisco  Garcia;  1670,  1672,  1673,  1675,  and  1676 
3e§ando  gaian  with  the  company  of  Manuel  Vallejo;  1671  with 
Felix  Pascual,  and  in  1674  barba  in  the  company  of  Simon  Aguado. 
He  had  a  company  as  late  as  1698-  (Restori,  TUulos  de  Comedias, 
p.  198.  See  also  Sanchez-Arjona,  p.  328.)  He  was  the  author  of  a 
corned ia,  Ltis  MaraUas  de  Casal.  v.  Paz  y  Melia,  Catdlogo, 
No.  2252,  He  had  a  son,  Vicente  Vallejo,  also  an  actor,  and  died 
in  Madrid  on  Jan.  24,  1704.  (Cotarelo,  in  Migajas  del  Ingenio, 
p.  220.) 

Vallejo  (Diecm)),  native  of  Seville,  eutw  de  ctmedias,  and 
father  of  Manuel  Vallejo,  He  had  a  company  in  Gibraltar  in  1614; 
he  and  Juan  Acacio  represented  the  aatos  in  Seville  in  16 19.  and 
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de  Alejandro,  "new  and  never  before  seen  or  represented":  ApiijlV 
Zabalcta's  A^o  amar  la  mayor  finezat  "ne^v  and  never  beiore  ttptt- 
sented,  and  unfortunate  because  of  the  few  spectators  praoc': 
May  1,  Vallejo  did  not  represent  "because  there  w-as  ml  a  nl 
in  the  corrat' :  May  i,  Vallejo  repeated  Zabaleta's  pUy:  &ljr]> 
Moreto's  Lo  que  puede  la  apremion;  May  4,  vVo  kef  stt  fiht 
siendo  Rey  by  D.  Francisco  de  Rojas ;  Alay  5,  No  hay  kvtu  em 
fl  Amor  by  Calderon;  May  11,  the  new  comedia  by  MiW»(?). 
El  Renegado  del  Cieh;  May  17,  Montalvan's  Amantrs  it  Tmd 
(the  total  receipts  were  116  reals!)  ;  May  19,  the  new  a»«& 
by  Zarate(  ?),  A  eada  paso  an  peliifro;  June  9,  Vallejo  began  witk 
the  auto  El  Diablo  mudo  by  Calderon.  This  auto  was  npotii 
until  June  20,  when  Vallejo  tooit  his  company  to  Avila.  {Pont 
Pastor,  Calderon  Documentosj  I,  p.  276.)  In  1663  Vallejo  «• 
gracioso  in  the  company  of  Jose  Carrillo;  in  1664.  grackue  wiii 
Juan  de  la  Calle  and  Bartolomc  Romero;  1665  fracioie  fnmtn 
with  Francisco  Garcia.  From  1670  he  had  a  cotnpany  until  16S1. 
His  wife  Manuela  Maria  dc  Espi'nosa  having  died  in  1670,  VcBcj* 
married  D*  Ana  de  Rojas,  who  died  in  1710.  (Cotuda,  ■ 
Migajas  del  Ingenio,  p.  221.) 

Vallejo  (Maria),  daughter  of  Manuel  Alvarcx  Vi 
Maria  de  Riquelme.  She  was  primera  dama  iti  the 
Jcronimo  Vallejo  in  1660,  Sometime  before  1672  she  manirf 
Francisco  Garcia,  Papilo,  and  acted  in  her  husband's  compaaf  a 
that  year.    She  died  in  Madrid  in  1702,  leaving  no  children 

Vallejo  (Vicente),  actor,  son  of  Carlos  Vallejo, 

Valles  (Pedro),  actor  in  the  company  of  Francisco 
Seville  in   1660  and   1663,  and   in   that  of    Fnmcboo 
in  1668. 

Vallespjn    (Estebak),  native  of  Palma,   where  he 
Jeronima  Abclla  in    1673.     Actor  and   afterward    manager 
company  in  Valencia  with  Agustin  Manuel.      He  died  K  f^ 
Aragon,  in  1711. 

Valmaseda  (Diego  de),  actor  in  the  company  of  Jiun 
in  Seville  in  1644,  and  in  the  company  of  Francises  Lc^mx  ia 

Valmaseda     (Maria    de),     actress     (in     the 
Figueroa?)  at  Valladolid  in  1628.     (M.  y  M.,  p.  566.) 

Vaquedano    (Juan),  member  of   the  company  of 
Nunez  in  Seville  in  1648. 
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VaQueDaKO  (Polonia),  tercera  dama  in  the  company  of  Jero- 
ntmo  Vallejo  in  1660.  She  was  the  sister  of  Teresa  de  Garay  and 
the  wife  of  Francisco  Rodriguez,  cobrador  in  various  companies. 
Polonia  was  in  the  company  of  Felix  Pascual  in  1 667  or  1668; 
with  Cristobal  Caballcro  in  1674,  with  Hfpolito  dc  Olmcdo  in 
1676,  and  with  Felix  Pascud  In  1680.  She  was  still  acting  in 
1687  in  the  company  of  Antonio  Arroyo.  (Cotarelo,  in  Miffajas 
dtl  In^tnio.  1908,  p,  195.) 

Vaouedano  (Teresa),  actress  in  the  company  of  Esteban 
Nunez  in  Seville  in  1 648. 

Varela  (Jacinto),  v.  Valera. 

Vargas  (Andres  de)  of  Toledo,  indicted  in  1583,  together 
with  Nicolas  de  los  Rios  and  Martin  de  Aguirre,  "for  various 
excesses."  In  1^84  he  was  acting  in  Madrid,  and  in  Sept.,  1586, 
he  and  Nicolas  de  los  Rios  had  a  company  of  fourteen  players, 
Mrho  were  to  represent  in  Seville  in  Oct.  of  that  year. 

Vargas  (Francisca  de),  a  minor  in  1626,  daughter  of  Hernan 
Sanchez  de  Vargas  and  Polonia  Perez,,  his  second  wife.  She 
played  second  and  third  parts  in  her  father's  company  in  1633, 
and  in  1634  she  belonged  to  a  joint  company  directed  by  her 
father  and  Juan  de  Malaguilla,  sharing  the  principal  parts  with 
Manuela  (Maria?)  de  Qucsadas.  She  was  living  at  the  time  of 
her  father's  death,  Nov,  j8,  1644, 

Vargas  (Hernan  Sanchez  de),  v.  Sanchez. 

Vargas  (Hernando  de),  a  minor  in  1626,  son  of  Heman 
Sanchez  de  Vargas  and  Polonia  Perez, 

Vargas  (Jeronima  de),  actress  in  the  company  of  Juan  de  la 
Calle  and  Sebastian  de  Prado  in  1659;  her  daughter  Bernards 
Manuela,  ta  Grtfana,  was  in  the  same  company.  (Perez  Pastor, 
Calderon  Doeumentos,  Part  1,  p,  265.) 

Vargas  (Juan  de)  of  Plascncia,  actor  in  the  company  of  Juan 
Bautista  Valcnciano  in  1617,  appearing  in  Lope  dc  Vega's  El 
Deairn  vengadv;  in  l6ig  he  was  in  the  company  of  Cristobal 
Ortiz  in  Seville;  in  1620  and  1622  he  was  again  in  the  company 
of  Juan  Bautista  Valcnciano,  and  appeared  in  the  latter  year  in 
Lope's  La  nueva  Victoria  de  D.  Gonxah  de  Cordoba.  In  1623 
(Oct.)  he  was  in  the  company  called  Lot  Conformei.  There  was 
a  Vargas  in  the  company  of  Lorenzo  Hurtado  in  Madrid  in 
1632-35 (?)    (v,  Rosell,  Vol.  I,  p.  29),  and  in  the  company  of 
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Figueroa  in  1635,  when  he  appeared   in  Pelij/rar  en  k 
by  Rojas  2orrilla. 

Vargas  Lewa  (Juan  de)  produced  the  "dance  of 
women"  for  the  entry  of  the  Queen  into  Madrid  in  1570, 

Varona,  v.  Baroka. 

Vazquez  (Antonio),  actor  in  the  company  of  Alonso  Gatw 
in  1589;  one  Vazquez,  perhaps  the  same,  and  Juan  de  ArQj  pn 
the  first  represertation  in  the  Corral  dtl  Principe  on  Sept  11. 
1583.  V.  Pellicer,  Orifenei,  Vol.  I,  p.  69.  A  Caspar  Vaatoo. 
CQfnediante.  is  mentioned  by  Moratin,  Origenes  dei  Ttstnt  L- 
panal,  as  the  author  of  the  Camedia  dr  la  Costanai,  printed  « 
Alcala  de  Henarcs  in  1570. 

Vazquez  (Dionisio),  actor  in  a  joint  company  in  Midrii 
with  Anton  Alvarez,  Vicente  Ortiz,  and  others  for  one  year  iton 
March  23,  1604. 

Vazquez  (Juan),  el  Polh,  and  his  wife  Francisca  de  Totts 
were  members  of  the  company  of  Antonio  Graiisdo*  fna 
March  19,  1623,  for  one  year,  and  of  the  company  of  Mmd 
Vallejo  from  Ash  Wednesday,  1624,  for  one  year.  He  npw 
scnted  one  of  the  autos  at  Seville  in  1 628,  and  had  a  ovnpinTil 
1 63 1.     His  daughter  was  Maria  Vazquez,  q.  v. 

Vazquez  (Juan  Antonio),  actor (?),  lived  in  the  C«Ik<i 
las  Huertas,  opposite  the  cemetery  of  the  church  of  San  S«l«*i» 
from  1626  to  1 641.  He  was  testamentario  of  Jeronima  de  Biir|» 
on  her  death  in  the  latter  year.  The  saxne  as  Juan  Vuqan. 
above  ? 

Vazquez  (Juana),  one  of  the  earliest  of  Spanish  «t«*Bi 
On  March  1 5,  1583,  Miguel  Vazquez  and  his  wife  Juan*  Vuqaa 
agreed  to  act  in  the  company  of  Juan  Ltinos  from  that  date  u»d 
Shrovetide  of  1584.  Luis  dc  Molina,  actor,  joined  in  the  cootno 
with  them,  and  all  three  were  to  receive  9j^  rcaJs  at  the  end  «* 
each  performance,  besides  board,  lodging,  w^ashing,  and  tii»diaf 
expenses.  {Bull.  Hisp.  (1906),  p.  153.)  She  was  in  die  a*' 
pany  of  Villegas  in  Seville  before  1600,  and  in  the  comfuif^ 
Nicolas  de  los  Rios  before  1602.  v.  Rojas,  Via^e  mirttitik, 
p.  462.  She  wrote  some  commendatory  verses  for  the  Utter  wd^ 
In  Dec.,  1601,  Juana  Vazquez  was  the  wife  of  the  actor  Kicnto 
de  Vitlanucva.     {B.  H.  (1907).  p.  366.) 

Vazquez  (Maria),  daughter  of  Juan  Vazquez  and  Frwc** 
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de  Torres,  She  is  said  to  have  been  a  member  of  Lorenzo  Hur- 
t ado's  company. 

Vazquez  (Miguel)  and  his  wife  Juana  Vazquez  were  mem- 
bers of  the  company  of  Juan  Limos  in  1583-84.  He  probably 
died  before  Dec,  1601.    See  under  Vazquez  (Juana). 

Vazquez  (Pedro),  actor  in  the  company  of  Pedro  dc  Ortegon 
in  Seville  in  1635 ;  acting  in  1658, 

Vazquez  (Pedko),  actor  in  the  company  of  Manuel  VaUejo  in 
1679,  1680,  and  1681. 

Vazquez  (Sebastiana),  sister  of  Fernando  Perez;  both  were 
in  Andres  de  Claramonte's  company  from  June  19,  l6l4>  till 
Shrovetide,  161 5. 

Vega  (Agustin  de  la),  actor  in  the  company  of  Esteban 
Nunez  in  Seville  in  1648. 

Vega  (Agustina  de),  wife  of  Pedro  de  Ocana  of  Murcia; 
both  were  in  the  company  of  Caspar  de  Porrcs  for  one  year  from 
March  37,  1593. 

Vega  (Alonso  db  la),  actor  and  playwright,  produced  at 
Seville  in  1560  the  autos  Abraham  and  La  Serpiente  de  Cobrt,  and 
seven  dances,  receiving  160  ducats.  He  is  said  to  have  been  a 
member  of  the  company  of  Lope  de  Rueda,  and  died  at  Valencia 
before  1566,  when  his  three  comcdias  were  published  there  by 
Juan  de  Timoneda,  On  the  title-page  of  the  volume  he  is  styled 
"illustrc  pocta  y  gracioso  rcprcscntante."  His  comcdias  have  been 
republished  by  Menendcz  y  Pelayo  (Dresden,  1905), 

Vega  (Andres  db  la),  called  rl  gran  Turco.  celebrated  nutor 
de  comedias;  his  wife  (1618)  was  the  famous  actress  Maria  de 
Cordoba,  called  AmarUit  and  la  gran  Sultana,  and  both  acted  in 
that  year  in  the  company  of  Baltasar  Pincdo;  they  were  in  the 
company  of  Tomas  Fernandez  in  1621,  He  had  a  company 
in  1624  and  produced  at  Seville  Claramonte's  autos  La  Sinagoga 
and  El  Pastor  Loba.  In  1 625  he  represented  Lope  de  Vega's 
Brasil  rrstituido,  and  in  1625,  1626,  1627,  1628,  and  1630  repre- 
sented autos  in  Madrid.  He  was  one  of  the  five  founders  of  the 
Cofradia  de  la  Novena.  On  April  li,  1635,  his  company  repre- 
sented privately  before  the  King  one  of  the  last  plays  that  Lope  de 
Vega  wrote:  Las  Bizarriai  de  Belisa,  He  possessed  an  extensive 
theatrical  wardrobe,  which  he  frequently  hired  out  for  festival  rep- 
resentations.    For  him  Mira  de  Mcscua  wrote  No  hay  Dicha  ni 
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Desdicha  hatta  la  Muerte.  che  autograph  of  which  is  isu&  n 
Madrid,  July  20,  1628.  (Paz  y  Melia,  Cat..  No.  2338.)  ti 
1638  he  is  calW  "de  los  nombrados  por  S,  M.,"  and  in  diisfii' 
his  company  represented  in  Toledo.  For  his  company  in  l6■3^ 
V.  N.  D.J  p.  282.  On  June  8,  1643,  hh  compajiy.  including  b 
wife,  represented  tM'O  corned ias  in  the  villa  de  Santorcaz  for  lOtn 
reals  and  expenses.    Latest  date,  Oct.,  1643. 

Vega  (Bernardo  de  laJ,  actor  in  the  company  of  Jutn  ieii 
Calle  and  Bartolome  Romero  in  1664,  playing  tereent  fa!*ut: 
he  had  a  company  and  represented  autos  at  Seville  in  1672,  1673. 
and  1675,  and  was  in  Valencia  about  1675,  acting  foiana  in  hii 
own  company.  He  married  Luisa  de  Pinto,  and  both  joiooi  ^ 
Cofradia  in  1663. 

Vega  (Diego  de),  actor  in  the  company  of  Diego  de  Svitiafa 
in  May,   1597,  and  in  that  of  Ximenez  de   Valenzuela  in 
In  April,  1604,  he  joined  the  company  of  Ga$par  de  P( 
Ash  Wednesday,   1605;  in  Nov.,   1607.   was  in   the 
Alonso  Riquelme,  and  was  a  witness  to  his  marriage  on 
1608. 

Veoa    (Dominoo  de  i,a),  actor  in  the  companjr  of  M 
Vallejo  in  Seville  in  1640. 

Vega  (Francisco  de)  of  Palencia,  actor  in  the  com 
Alonso  Riquelme  for  one  year  from  March  ai,  1602.  There «» 
a  Francisco  dc  la  Vega,  musicQ.  in  the  little  company  of  Ltfc  4l 
Rueda  in  1554.    v.  Cortes,  Un  Pleita  de  Lopr  de  Rufde. 

Vega  (Hernando  de  la),  actor  in  Madrid  in  1584.  (Att 
(1906),  p.  363.) 

VeiGa  (Josefa  de),  wife  of  Diego  Robledo;  their  son  wjsJom 
de  Robledo;  all  were  in  the  company  of  Cristobal  de  Anaiiit 
in  1632. 

Vega  (Pedro  de),  actor  in  a  joint  company  in  June,  16OJ, inA 
Luis,  dc  Castro  and  others,  and  for  one  year  from  March  3J,  1601. 
with  Anton  Alvarez,  Vicente  Ortiz,  Francisco  Ortiz,  and  otbers. 

Vega  (Salvador  de),  actor  in  ihe  company  of  Andrei  dc  it 
Vega  for  one  year  from  Feb,  24,  1638. 

Vega  (Toribio  de  la),  autor  de  comedias  in  May,  1653,  wtal' 
his  company  represented  before  the  King  at  Aranjuez. 

Vblais  (Jose),  actor  in  the  company  of  Magdalena  Lopa  b 
1677  at  Seville. 
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^^tVelaSCo  (Aka  DU),  wife  of  Sebastian  de  Montemayor  in 
Feb.,  1584,  when  both  were  in  Madrid.  {Btill.  Hisp.  (1906), 
p.  363.)  In  Aug.,  1589,  she  paid  100  ducats  for  a  costume  {una 
i>as<}iiina  >i  manteo,  ricos).  She  is  mentioned  by  Suarez  dc 
Ftgueroa,  Plaza  Universal,  1615,  among  the  famous  actresses  then 
deceased, 

Velasco  (Antonio  de),  member  of  the  company  of  Luis  Lopez, 
in  Seville  in  1645. 

Velasco  (D.  Bartolome  de),  real  name  of  the  actor  "Juan 
Alonso,"  who  was  in  the  company  of  Felix  Pascual  in  1665,  He 
was  bom  in  Villadiego  (Burgos)  and  studied  at  Salamanca* 
He  was  in  Valencia  in  the  company  of  Jose  Carrillo  in  1662  and 
with  Lopez  in  1673.     He  died  at  Valladolid  in  1685. 

Velasco  (Beatriz  de),  daughter  of  the  actor  Juan  de  Monte- 
mayor  and  his  wife  Ana  Maria  de  UUoa.  She  was  in  Avendano'a 
company  in  1632.  (Cotarelo,  Tirso,  p.  203 ;  and  v.  Rosell,  Vol.  I, 
pp.  62,  84,  where  she  is  called  Beatricica.)  Perhaps  this  is  the 
Beatriz  who  appeared  in  Avendano's  company  at  Corpus,  1626, 
in  Belmonte's  entremes  La  Maestra  de  Grac'm.  v.  Fhr  de  En- 
tremfses  (1657),  p.  122. 

Velasco  (Felipe  de),  at  first  an  Augustinian  friar,  afterward 
married  Ana  de  Barrios  and  became  an  actor  (about  1650).  His 
real  name  was  Felipe  dc  Cabrera  y  Sotomayor. 

Velasco  (Francisco  de),  actor  in  the  company  of  Francisco 
L-opez  and  others  in  1632  at  Corpus  in  Madrid.  He  and  his 
wife  Ana  Fajardo  belonged  to  the  company  of  Pedro  dc  la  Rosa 
for  one  year  from  Feb.  15,  1636,  when  he  played  the  primtra 
parte  de  galanes;  in  May,  1637,  they  paid  2300  reals  for  a  single 
costume.  In  this  year  he  was  in  Pedro  dc  la  Rosa's  company.  In 
1639  and  1 641  he  was  again  primer  galan  in  Rosa's  company. 
(Schack,  Nachtrage,  p.  72.) 

Velasco  (Gabriel  de),  actor  in  the  company  of  Cristobal  de 
Avendano  in  1622. 

Velasco  (Inico  de),  actor,  murdered  in  Valencia  Dec,  i, 
164.3.  V.  Comedias  de  Calderon,  ed.  Hartzenbusch»  IV,  p.  718. 
According  to  Hume,  Philip  IV,.  London,  1907,  p,  385,  in  the 
Avisos  de  PeUicer  (Semanario  Erudito,  Vol.  XXXIII),  the  ac- 
count of  this  afFair  is  dated  Aug.  25,  1643.  It  states  that  Iftigo  de 
Velasco   was  beheaded   "because,   forgetting  the   humility  of   bis 
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caDtng,  he  courted  ladtes  as  impudentljr  as  any  gendodu 
have  done." 

Velascq  {Isabel  de),  actress,  betrothed  to  Luis  ik' 
actor,  on   Sept,   20,    161 4,  when    both    tverc   in   the 
Pedro  de  Valdes.    They  were  mairied  in  the  s2idc  yva  U 
dolid. 

Velasco  (Jeronimo  de),  actor  and  musician,  tnarried  . 
de  Celis,  actress,  in  VaUadoHd  in  1632.     (il.  y  M..  p.  56 
was  in  the  company  of   Pedro  de  la   Rosa    for  one  jrtar 
March  3,  1637. 

Veiuasco  (Mahiana  de),  called  la  Cnndada,  and  ha 
Luis  Candau  lived  in  the  Callc  del  Infante  in   1 623,  wfwn  A**" 
seem  to  have  been  in  the  company  of   Tomas    Femandet;  \>lk_ 
were  members  of  Roque  de  Figucroa*s  company  in  1632.    (( 
rclo,  Titm,  p.  202.)     It  is  said  that  they  died  on  succesa'ft* 
(Oct.  3  and  3,  1649)  and  were  buried  in  the  same  coffin, 
daughter  Maria  Candau  was  the  wife  of  Cristobal  de  Avendada. 

Velazquez    (Alopiso),   autx>r   de    comediai,    born  in  IS 
(S.-A„  p.  98)  ;  he  had  a  company  in  Seville  at  Corpus  in  l! 
which  included:  Antonio  Granados,  Vicente  Ortiz,  Juan  iti 
Cristobal  de  Ayala,  Vicente  Martin,  and  Domingo  Fii 

Velazquez  (Feunan?),  autor  de  comed'ms  in  1577, 
of  the  e«i9s  «t  Corpm^  in  Madrid. 

Vxu^ZQUEZ   (  Ignacio)  played  subordinate  parts  in  the 
pany  of  Pedtu  de  Valdes  in  1625-26. 

Velazquez  (Jekoximo).  one  of  the  earliest  and  qbom 
brated  of  all  Spanidi  amt^rtt  it  (itmedias.     He  repr 
of  the  twrdti  ol  Madrid  as  cariy  as  1 568,  and  in  1 57O  l 
two  ««t«r  in  Sefgovia.     In  1574  be  prodviced  the  fol 
■t  Carpus  kt  )Iadrid:  L«  Facm  de  San   Pedro.   Lm 
eAetM,  and  £/  Rey  Sidtmur  qmmmd*  m  sms  c«mvitet  f 
numt  M  TrmpH.    "He  h  to  fnmsh  everything 
kuwal,  fSK^  that  tfe  city  is  to  fumidi  the  thns  can, 
dw  aeeOMrnr  JkcinitiBW'.  etc-    He  ts  to  iwiovitie  the 
«MWMC,  «ic«  md  tbe  peof^  to  dnw  die  can,  and  is 
I  jRi  ^KalSt  haiiB  to  icak  t»  taoffc  die  cars.     He  is  to 
mikfmt  O1W  Ajr  ■iuiiu  Ae  iMOLnuuu  mMy  eo.  ami 

"y  orfer."     In  1576  be  I 
^ScpK.6.  1579.  lie  P" 
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first  Fepresentation  of  that  ytax  in  Madrid  at  the  Corral  de  Puente, 
in  the  Calle  del  Lobo.  He  also  produced  the  autos  at  Madrid  in 
1581,  1582,  and  1584.  In  1582  he  began  to  perform  at  the 
Corral  de  la  Cruz  on  Jan.  15,  and  represented  many  times  in 
the  course  of  the  year,  alternating  with  Cisneros.  In  1583,  1587, 
and  1593  he  represented  the  autos  in  Seville.  In  the  latter  year  he 
produced  four  autos,  receiving  1200  ducats.  In  1586  he  produced 
three  autos  in  Madrid,  receiving  5CXX>  reals,  and  performed  many 
times  during  this  jwar,  banning  in  Jan.,  and  in  1587  in  Madrid. 
In  1589  he  again  represented  three  autos,  receiving  700  ducats 
and  the  sole  right  to  act  in  Madrid  from  the  second  day  of  Pascua 
de  Resurreccion  until  Corpus  three  work-days  in  each  week,  besides 
Sundays  and  feast-days;  he  also  represented  many  times  in  Jan., 
Feb.,  and  March,  1590,  in  Madrid,  and  again  represented  the 
autos  there  in  1594  and  in  Toledo  in  1596.  For  his  representations 
in  Madrid,  see  Appendix  A.  In  1587  he  caused  the  arrest  and 
indictment  of  Lope  de  Vega  for  libel,  and  on  the  trial  it  was  shown 
that  Lope  de  Vega  was  then  providing  Caspar  de  Porres  with  the 
comedias  which  he  had  previously  furnished  to  Velazquez,  v.  Life 
of  Lope  de  Vega,  pp.  28,  30  et  passim.  His  wife  was  Ines  Osorio, 
and  his  daughter  Elena  Osorio  was  the  sweetheart  of  Lope  de  Vega 
and  the  Filis  of  his  ballads.  Velazquez  died  on  Feb.  25,  161 3. 
See  Perez  Pastor,  Proceso  de  Lope  de  Vega,  pp.  136  £E. 

Vblera  (La),  v.  Hernandez  (Isabel). 

Velbz  (Antonio  de)  ,  gracioso  in  the  company  of  Jose  Garceran 
in  Seville  in  1657. 

Velez  (Jacinta),  wife  of  Francisco  Maire;  she  played  first 
parts  at  Corpus  in  the  villa  de  Algete  in  1636. 

Velez  de  Guevara  (Antonio),  el  Riolo,  son  of  the  Valencian 
actor  Jose  Vives  and  Ana  Maria.  He  was  a  gracioso  in  Lorenzo 
Hurtado's  company  in  163 1. 

Velez  de  Guevara  (FkANCisco),  actor  in  the  company  of 
Juan  Martinez  in  1631,  and  autor  de  comedias  from  Shrovetide, 
1639,  to  1640,  jointly  with  Pedro  de  Cobaleda  and  Francisco 
Alvarez  de  Vitoria.  For  their  company  in  this  year,  when  they 
represented  autos  at  Segovia,  v.  N.  D.,  p.  308.  He  represented 
with  his  company  in  La  Monteria,  Seville,  in  1641. 

Vellon  (Manuel  del),  actor  in  the  company  of  Gabriel  de 
Espinosa  in  July,  1638. 
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Vera  (Diego  db),  lessee  of  the  Huerta  de  la  Aicaha  'm' 
in  1585. 

Vera  (  Francisco  de)  ,  autor  de  corned ias  jointly  with  }aom 
Ruiz  and  Alonso  dc  Morales  in  1 592  in  \tadrid. 

Vera  (Juan  de),  musico  in  the  company  of  Jeroninw  Veil 
quez  in  1584  and  1 590. 

Verdeseca  (Catalina  de),  v.  Herxanoez  de  Vekdiseci. 

Verdugo  (Francisca),  actress  in  the  cast  of  Belmonte'f  i  1 
tiempo  Rey  y  Fasallo  in   1642,  when   she   played  the  pan  of 
prince  aged  seven;  however,  she   is   mentioned   as  an  actns 
Valladolid  in  this  year.    {M.  y  M,,  p.  566.)     She  manied  Jtdn 
Riquelme  in  1645,  when  both  were  in  the  company  of  BaMJ^f 
Romero  {ibid.,  p.  567),  and  both  were  acting  in  SeviUe  ifl^^| 
in  his  own  company.     In  1655  she  is  described  as  the  "widcnr 
Riquelme"  and  took  part  in  the  autos  of  that  jear  in  Mtiind. 
the  company  of  Diego  Osorio;  in  1657  she  was  in  the  compmr 
Francisco  Garcia;  in  1659  in  that  of  Pedro  de  la  Rosi  (iei 
peared  in  the  outos  of  this  year  in  Madrid  in  the  company  of 
Osorio),   in    1660  with   Manuel  Vallejo,   when   she  appesrd 
Calderon's  Ei  Diablo   mudo.      (Perez    Pastor,    Caldrnu  D* 
mentas,  I,  pp.  338,  376,)     In  1662  she  was  primtra  damt'm^' 
company  of  Simon  Aguado  and  Juan  de  la  Calle. 

Verdugo    (FRAKCtsco),  actot  in   the   company  of  Jua  1 
Morales  Medrano  in  1624. 

Vercara    (Alonso  de),  lessee  of  the  Calisea  in  Setilk 
1640-43  and  1654.    He  had  a  son  Francisco.     (S.-A.,  p,  368.) 

Vercara   (Antonio  de),  actor   in   the   conipany  of  GihJ 
Vaca  in  March,  1598.     He  was  indicted   in    1596  for 
some  one ;  he  was  still  acting  in  161 4. 

Vercara  (Francisco  de)  and  his  wife  Magdalena  dc  Ri 
were  in  the  joint  company  of  Damian  de  Espinosa  in  Mareh,  16; 

Vercara  (Juan  de),  "famous  actor  of  Jctafe:  he  wrote  coi 
dias/'     (Claramonte,  Letania  moral,  in  Gallardo,  Emayo,  VoLi 
p.  476.)     He  was  in  Valencia  apparently  in   1588  in  the 
of  Rodrigo  Osorio  (Cotarelo,  Lope  de  Rueda,  p.  30).  and  iho 
1594-95   (Gallardo,  1,  p,  68j),  and  in  the  company  of 
Santander  in  1596  at  Corpus  in  Sevillej  receiving  a  p 
his  acting  in  the  auto  El  Cuballero  de  la  Luk.     See  aba 
Viagtt  p,  I J  I,  who  mentions  him  among  the  "farsantcs 
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fars&s,  loos,  bayles,  etc.  Timoneda  printed  his  two  Coloquiot 
pastoriles.  which  are  now  lost.  (CDtarelo,  Lope  de  Rueda, 
p.  50,  n.) 

Vergara  (Luis  de),  well-known  autor  de  comedias  at  least  as 

early  as  1593,  for  he  first  represented  Lope  de  Vega's  El  Favor 

agradecida,  written  in  that  year.    In  Nov.,  1595,  he  represented  in 

Granada  Lope's  El  lea}  Cnada,  as  the  license   (dated  Oct.  30, 

1595)  attached  to  the  autograph  MS.  shows.     He  produced  an 

^^utQ  in  Madrid  in   }5g9,  receiving  325  ducats,  and  was  also  in 

Madrid  with  his  company  in  Nov.,   i6cx>.     He  also  represented 

\aMtos  m  Seville  (of  which  city  he  was  a  native)  in  1601,   1602, 

|«nd  1614.     Lope  calls  him  "general  en  todo  genero  de  represcnta- 

cioncs."      Besides   the   two    comedias    mentioned    above,    Vergara 

produced  the  following  by  Lope  de  Vega  for  the  first  time:  Ei 

.jirgd  fingiJa  (before  1604)  ;  £/  printer  Rey  de  CastUla  (written 

; probably  before  1595)  I  El  Caballero  del  MUagro  (before  1603), 

juid  El  Desposorio  encubierto.    Vergara  died  before  161 7,  and  was 

survived  by  his  wife  Maria  de  la  O,  q.  v.     See  also  Rojas,  Viage 

entrtienidQ,  pp.  48,  53,  54. 

ViBAR  (Martin  de),  actor  in  a  joint  company  at  the  Corpus 
festival  in  Borox  in  1604.  A  Vibar  appears  in  the  cast  of  Lope  de 
Vega's  La  buena  Guarda  ( 1610). 

ViBAS  (Mencia  DE)t  daughter  of  Marco  Antonio  de  Angulo; 
both  were  In  the  company  of  Segundo  de  Morales  for  one  year 
from  Nov.  17,  1638.    See  also  under  Vivas. 

VlCENTA,  actress  In  the  company  of  Cristobal  Ortiz  at  Corpus 
'in  Seville  in  1620,  receiving  a  gratuity  of  200  reals  in  the  auto 
Ls  Casa  dtl  Ptcado.  She  appeared  in  the  same  year  in  Clara- 
montc's  Infeliz  Dorotea.  as  acted  by  the  company  of  Juan  Bap. 
Valcnctano.  She  had  been  in  the  same  company  in  161 7,  and  took 
the  part  of  Ynarda  in  Lope's  Dfsden  vengado  in  that  year.  How- 
lever,  this  may  have  been  Vincenta  de  Borja.     See  also  under 

IVWCENTA. 

Vicente  (Francisco)  of  Valencia,  actor  in  the  company  of 
^onso  Riquelme  for  two  years  from  March,  22,  1602.  In  1621 
iKrancisco  Vicente  was  a  member  of  the  company  of  Alonso  de 
Olroedo.  {Bull,  Hhp,  (tgoS),  p.  244.)  The  name  Viiwnte 
ticcurs  in  the  cast  of  Lope's  El  piadam  Aragenes  { 1626).  In  1632 
be  and  his  son  Mateo  were  members  of  the  coni.pany  of  Antonio 
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de  Prado.  (Gitarelo,  Tirto,  p.  216.)  Perhaps  this  was  the 
Vicente  who  appeared  in  the  company  of  Sanchez  de  Vargas  in 
Lope's  La  hermosa  Ester  (1610).  On  May  19,  1638,  Di^^  de 
Leon,  an  actor,  was  accused  by  Lucia  Bravo  of  the  death  of  her 
son  Francisco  Vicente.  Whether  this  was  the  same  person  as  our 
actor,  I  do  not  know.    (N.  D.,  p.  292.) 

ViBRA,  actor  in  the  cast  of  Tirso's  Celos  con  Celos  se  curan 
(1625). 

Villa  (Alejandro  de  la)  and  his  wife  Antonia  Manuela 
were  in  the  company  of  Jose  de  Prado  in  Seville  in  1658.  He  died 
before  1663. 

Villacortb  (Bartolome  db),  autor  de  comedtas  in  1605. 
V.  Bull.  Hup.  (1907),  p.  372- 

ViLLAFANE  (Alonso  db),  member  of  the  company  of  Damian 
Espinosa  for  one  year  from  March  2i,  1639. 

ViLLAGOMEZ  (Antonio  de),  actor  in  the  company  of  Juan 
Acacio  for  one  year  from  March  9,  1626. 

ViLLALBA  (Alonso  de),  autor  de  comedtas;  he  died  before 
Sept.,  1605.  V.  N.  D.,  p.  92.  His  wife  was  Ana  Romera,  q.  v. 
Their  children  were:  Mateo,  Melchor,  and  Isabel,  deceased  in 
1605,  and  Alonso,  Antonio,  and  Juana  de  Villalba,  then  living. 
(N.  D.,  p.  92.) 

Villalba  (Alonso  de),  son  of  Alonso  de  Villalba  and  Ana 
Romero.  In  1609  he  and  his  wife  Maria  Alvarez  belonged  to  the 
company  of  Nicolas  de  los  Rios  in  Seville.  He  had  a  company  in 
Seville  in  1610  and  in  1612,  and  refused  to  represent  in  the  latter 
year.  (S.-A.,  p.  151.)  In  161 4  he  resided  in  Toledo.  For  his 
company  in  this  year,  v.  ti.  D.,  p.  140. 

Villalba  (Antonio  db),  brother  of  the  preceding(  ?).  In 
1642  he  played  fourth  parts  in  the  company  of  Lorenzo  Hurtado, 
and  in  165 1  he  was  in  the  company  of  Sebastian  de  Prado. 

Villalba  (Fernando  db),  farsante,  apparently  in  the  company 
of  Pedro  de  la  Plata  in  Dec.,  1598.    (B.  H.  (1907),  p.  363-) 

Villalba  (Isabel  de),  daughter  of  Alonso  de  Villalba  and 
Ana  Romera.    She  died  before  Sept.  7,  1605. 

Villalba  (Juan  db),  autor  de  comedtas  in  1600.     (N.  D., 

P-  53.) 
Villalba  (Juana  de)  ,  sister  of  Isabel  de  Villalba.    She  was  the 
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widow  of  the  actor  Juan  de  Morales,  who  died  before  April  10, 
1595,  In  March,  1597,  she  was  the  wife  of  the  celebrated  ou/or 
df  (&med'uu  Baltasar  Pioedo.  They  had  a  house  in  the  Calle  del 
Amor  de  Dtos,  opposite  the  hospital  of  Anton  Martin,  Madrid, 
in  1617.    She  was  still  living  in  May,  i6ig. 

ViLLALBA  (Manuel  de),  actor?  His  wife  Sabina  Pascual  was 
the  daughter  of  Felix  Pascual  (1665). 

ViLLALBA  (Maria  de),  actress?  She  was  the  daughter  of 
Mateo  de  Villalba  and  granddaughter  of  Ana  Romera. 

ViLLALBA  (Mateo  de),  actor?  son  of  Alonso  de  Villalba  and 
Ana  Romera.    He  was  deceased  in  Sept.,  1&05. 

ViLLALBA  (Melchor  de),  brother  of  the  preceding,  and  autor 
de  comedias.  In  Jan.,  1590,  he  was  a  member  of  the  company  of 
Jeronimo  Velazquez;  on  July  12  of  the  same  year  he  was  in  the 
company  of  Juan  de  Rivas  and  lived  '4n  his  own  house"  in  the 
Calle  del  Arena!,  where  he  also  resided  in  1592.  {N.  D.j  p.  340.) 
On  July  17,  1590^  he  is  called  autor  de  comedias  and  was  more 
than  twenty-five  years  old,  {N,  D.,  p,  539.)  In  1594  Lope  de 
Vega  wrote  for  htm  the  comedia  El  Maestro  de  Danzar.  In  1595 
he  resided  in  the  Call*  del  Amor  dc  Dios  (see  above,  Juana  de 
Villalba),  and  managed  a  company  with  Alonso  de  Ctsneros;  and 
in  1 597  he  and  Melchor  de  Leon  represented  at  Corpus  in  Seville. 
In  1600  he  and  Gabriel  de  la  Torre  produced  four  autos  at 
Madrid,  receiving  1300  ducats.  Melchor  de  Villalba  first  pro- 
<fuced  Lope  de  Vega's  Loi  Muertos  vivos  (written  before  Dec.  31, 
1603),  and  also  Lope's  El  Domine  Lucas,  written  before  iS95>  In 
the  dedication  of  the  latter  play  Lope  says:  "I  recall  this  play  for 
the  reason  that  I  have  mentioned  and  because  it  was  performed  by 
Melchor  de  Villalba,  a  man  who  had  no  superior  in  his  profession 
nor  have  we  known  any  one  to  equal  him."  {Comedias, 
Part  XVII.  1621.)  Villalba  died  before  Sept.  7,  1605.  The  fol- 
lowing document  published  in  N.  D.,  p.  338,  is  not  clear  to  me: 
"12  Julio  iggo.— Obligacion  de  Juan  de  Rivas,  autor  dc  comedias, 
vectno  de  Madrid,  morador  en  la  calle  de  la  Cruz,  y  Juana  Romero, 
Su  mugcr,  como  principalcs  deudorcs  y  pagadores,  y  yo  Melchor  dc 
Villalba,  representante  en  la  compania  del  dicho  Juan  de  Rivas, 
hijo  de  log  susodichos  residente  en  esta  corte,  morador  en  la  calle 
del  Arenal  en  casas  mias  propias,  cotno  su  fiador,  de  pagar,"  etc. 
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Vii,LALOBos  {JuAK  Bautista  de),  bom  in  1565,  WSI 
Rodrigo  Osorio  in  Valencia  in  I588,flii 


th 


in  the  company  o 
of  Caspar  dc  Porrcs  in  1595.  (Proceso  de  Lope  dt  Vfft,f^ 
He  was  connected  with  the  Colisro  in  Seville  in  x62i  i.S.-.^ 
AnahSj,  p.  218.)      See  also  under  Bautista. 

ViLLANUEVA  (AcACio  de)  of  Toledo,  actor  in  the  oo^«rrf 
Nicolas  de  los  Rtos  in  Seville  tn  1 6og ;  be  was  in  AloBi  A 
Vitlalba's  company  in  1614,  and  was  musitQ  in  die  anpaf^ 
Cristobal  Ortiz  in  Seville  in  1619. 

ViLLANUEVA  (JoAN  de),  actot,  indicted  in  1606  ht  tftai 
with  an  alguacil.     He  and  his  wife  Isabel  Rodriguez  were  mi 
company  of  Pedro  de  Valdcs  in   161 3— 14;  on  Feb.  3.  ifcl*** 
again  agreed  to  act  in  the  company  of  Valdes  for  one  jtMl  ll 
appeared  in  Lope  de  Vega's  La  Dama  boba  {  1613). 

ViLLANUEVA  ( N  ICO  LAS  de),  actor  in  Madrid  in  Dk^  I*<V 
when  his  wife  was  Juana  Vazquez.  {Bull.  Hisfi.  ( 1907).  pt  iW 
He  was  in  the  company  of  Alonso  de  Heredia  in  1604,  «nd  ke 
his  wife  Inez  Fajardo  were  members  of  a  joint  company  widi 
Bravo  and  others  from  July  8,  1614,  till  Shrovetide,  1615, 

ViLLANUEVA    (FeDRo  de),   actor   in    the   company  of  j 
Riquelme  in  June,  1610,  when  he  accompanied  him  to  Li 
actor   named   Villanueva   appeared    in    the    cast   of   La 
Espanola  by  Ricardo  de  Turia   (printed   in    1616).     ▼. 
Studf,  p.  92. 

ViLLAROBL  (AcuSTlN  de)  ,  spuntador  in  Afltonio  de  Prai*' 
company  in  1632.     His  wife  Mariana  was  in  the  same 
In  1639  he  acted  in  Antonio  de  Prado's  company  in  Ser^ 

ViLLAROEL  (Antonio  de),  prompter  in   Prado's 
1623?    Perhaps  the  same  as  the  preceding. 

ViLLAROEL  (Bernarda  de),  actrcss  in  the  company  of 
de  Avendano  in  Madrid  in  1622. 

ViLLAROEL  (Cristobal  de),  autor  de  eomediat  and  gdi^c^ 
part  of  ffracioso.    He  was  a  member  of  the  Cofradia  in  163910' 
mentioned  in  1653. 

ViLLAROEL  (Mariana  de),  V.  ViLLAROEL  ( Acusrw  i)«i 

ViLLAROEL  (Matias  Cristobal  de)  played  drst  parti 
company  of  Juan  Roman  from  March  20,  1639,.  to  164OV  "sii! 
he  play  second  parts  he  is  to  receive  one  real  less  daily."    He^ 
again  mentioned  in  1653,    Perhaps  the  same  person  as  Cristotal 
Villaroel. 
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ViLLAVBRDE  (JuAN  db),  actor  in  the  company  of  Heman  San- 
chez de  Vargas,  in  Lope's  La  hermosa  Ester  (1610),  and  in  the 
company  of  Pedro  de  Valdcs  in  1613. 

ViLLAViCENCio  (Carlos  de),  second  ffracioso  in  the  company 
of  Agustin  Manuel  de  Castilla  in  1678. 

ViLLBGAS  (Ana  db),  actress,  sister  of  the  dramatist  D.  Fran- 
cisco de  Villegas,  and  daughter  of  Antonio  de  Villegas  and  Ana 
MuAoz.    She  afterward  entered  a  convent. 

Villegas  (Antonio  db),  native  of  Seville  and  famous  autor  de 
comedias.  In  March,  1592,  he  was  an  actor  in  the  company  of 
Caspar  de  Porres;  in  June,  1593,  he  is  called  autor  de  comedias, 
and  his  wife  was  Ana  MuAoz.  In  1595  he  represented  the  autos 
at  Seville,  and  produced  the  comedia  El  Cerco  y  Ltbertad  de  Se- 
billa  por  el  Rey  D.  Fernando  el  Santo,  by  Luis  de  Venabides  in 
Valladolid  (Schack,  Nach.,  p.  22),  and  in  the  following  year  pro- 
duced two  autos  at  Madrid,  receiving  640  ducats.  In  1598, 
together  with  Diegp  Lopez  de  Alcaraz,  he  produced  the  autos 
again  at  Madrid,  and  in  1600,  1604,  and  1605  again  represented 
autos  in  Seville.  In  1602  he  and  Rios  represented  the  autos 
at  Valladolid.  In  1603  his  company  performed  before  the  King 
at  Ventosilla,  and  he  was  one  of  the  eight  autores  authorized  by 
the  decree  of  this  year.  In  Sept.,  1603,  he  represented  four 
comedias  before  the  Queen  at  Valladolid,  receiving  1200  reals. 
{B.  H.  (1907),  p.  368.)  Vtll^as  played  the  part  of  the  King  in 
Lope  de  Vega's  El  Cordobes  valeroso  (1605),  and  first  produced 
Lope's  Los  Locos  de  Valencia  (written  before  1603)  and  the  same 
poet's  El  Golan  agradecido  (before  1604),  Lope  saying  of  him: 
"era  celebrado  en  la  propiedad,  afectos  y  efectos  de  las  figuras." 
Claramonte  in  his  Letania  moral  (1613)  calls  him  "notable  repre- 
sentante,  hizo  comedias."  Sanchez-Arjona,  p.  93,  says  that  Villegas 
also  represented  Lope's  Lo  que  pasa  en  una  tarde,  the  autograph 
MS.  of  which  is  dated  Nov.  22,  1617,  but  Suarez  de  Figueroa 
in  his  Plaza  Universal,  161 5,  mentions  Villegas  among  the  famous 
autores  then  deceased,  and  Figueroa  was  not  mistaken.  Villegas 
represented  autos  in  Madrid  in  1613,  and  died  on  May  29,  1613. 
He  was  especially  favored  in  Seville,  v.  Rojas,  Fiaffe  entretenido, 
PP-  48,  S3,  54,  and  131,  where  he  names  him  among  the  "farsantes" 
who  had  written  farsas,  has,  bayles,  etc.  He  had  four  children: 
Juan   Bautista,   actor  and   playwright,   Francisco  the   dramatist, 
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Maria»  and  Ana.    For  his  early  representations  in  Madnd  >  rt 
1602),  V.  Appendix  A. 

ViLLEGAS  (Antonio),  actor  in  the  corapany  of  Juaadcl 
Medrano  for  two  years  from   Feb.    23,    1625.      {Nu 
p.  208.) 

ViLLECAS  (Blas  de),  actor?  in  1637. 

ViLLEGAS  (D.  Diego  de).  His  wife  £>orta  Mslt'iz  de 
acted  at  the  Corpus  festival  in  Valdemoro  in  1623,  In  Juir,  ibi. 
he  was  one  of  the  executors  of  the  will  of  Cnstobal  Ortii  4 
Villazan,  and  lived  in  the  Callc  de  Atooha,  opposite  the  Calk  k 
los  Dcsamparados,  "in  the  house  of  T'orrijos."     {N.  D.,  p.  J^O 

ViLLEGAS  (Eugenia  de),  wife  of  the  autor  dt  cvmrdm htaam 
Ramos;  they  represented  two  cotnedias  at  Daganzo  aftw  CarpM_ 
in  1606;  both  appeared  in  the  cast  of  Lope's  Et  Semhrsr  nt 
tierra  (161 6). 

ViLLECAS  {JUAN  Bautista  de),  bfother  of  the  «lnfl8« 
D.  Francisco  de  Villegas  and  son  of  the  autor  de  comediat  Antoat 
de  Villegais  and  of  Aria  Munoz,  was  no  less  celebrated  as  an  iitibr 
than  as  an  actor.  Claramonte  calls  him  "monstruoso  y  aiad'c 
representante."  He  and  his  wife  Paula  Salvadora  were 
of  the  company  of  Baltasar  Fincdo  in.  161 7,  and  he  joiacd 
company  of  Manuel  Vallejo  on  March  1 6,  1623,  for  one  j«. 
when  he  received  22  reals,  for  each  representation  and  8  reik  fa" 
maintenance.  In  Jan.,  1623,  he  had  a  company  of  playeis«.  winck 
represented  five  comedias  privately  before  the  King  in  tbe  AkitV< 
among  them  was  Como  se  engahan  hs  ojot,  written  by  haBsli 
Villegas  died  before  Nov.  13,  1623,  on  which  date  his  wife  Pteh 
Salvadora  filed  a  petition  for  an  inventory  of  his  efiftcts.  He  «» 
the  author  of  at  least  twelve  other  comedias  besides  the  one  ■»■ 
doned.  v.  Barrera,  Cataloga,  p,  495,  and  Gallardo,  Ens^jo,  VtL  I 
p.  683j  and  Vol.  It,  p.  476. 

Villegas  (Maria  de),  actrcss^  sister  of  the  preceding. 

Villegas  (Feoro  de),  actor,  appeared  as  Belcran  in  AlntflaV 
Las  Paredet  oyen  in  1617.  He  was  in  the  company  of  Amooii 
de  Frado  in  1614;  on  Nov.  2,  1638,  he  and  his  wife  Andrea  &pSB 
agreed  to  act  in  the  company  of  Juan  Ronuui  for  one  'jtxt,  bd 
to  play  second  parts.  The  story  has  often  been  repeated  (kv 
Diego  Calderon,  the  elder  of  the  poet  Don  Pedro's  two  bndm 
"was  mortally  wounded  by  an   actor  turned    Pedro  de  ^IttefV 
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In  the  spring  of  1629.  Vtllegas  took  refuge  in  a  monastery,  and 
was  arrested  there  by  the  police,  the  brother,  and  other  relatives 
of  his  victim.  The  brother  was  probably  Don  Pedro."  (Calderon, 
cd.  MaccoU,  1888,  p.  xxi,)  If  Don  Diego  Calderon  de  la  Barca 
was  ever  attacked  by  Pedro  de  Villcgas  he  was  not  mortally 
wounded,  for  he  survived  till  after  Nov.  ij,  1647,  the  date 
of  his  last  will.  (Perez  Pastor,  Calderon  Dacitmenlas,  Part  I, 
p.  150.)  For  an  account  of  this  stabbing  affray  see  Fitzmaurice- 
Kelly,  Chapters  on  Spanish  Literaturtj  London,  1908,  p.  186.  The 
poet's  other  brother,  Don  Joseph,  "Teniente  de  Maestre  de  Campo 
general,"  died  in  1645,  "peleando  sobre  el  pucnte  de  Caraar^a," 
in  Catalonia.     (Perez  Pastor,  thid..  p.  220.) 

VmcENTA,  V.  BoRjA,  LoPEZ,  and  ViCENTA.  The  Vicenta 
who  appeared  in  Lope's  Desden  vengada  ( 1617)  was  probably  Vin- 
ccnta  de  Borja,  who  was  in  Baltasar  Pinedo's  company  in  that  year. 

ViNAS  (Juan)  and  his  wife  Catalina  Salazar  were  in  the  com- 
pany of  Manuel  VaHcjo  in  1643.  He  had  a  company  in  April, 
1653,  when  he  represented  a  comedia  privately  before  the  King  at 
Aranjucz. 

ViTORiA  (Antonia  de),  wife  of  Alonso  Diaz  Navarrete;  both 
appeared  In  Lope's  La  Conpetenda  en  los  Nobles  (1628),  and  both 
were  in  the  company  of  Cristobal  de  Avendafio  in  1632- 

ViTORiA  (Antonio  de),  musician  in  the  company  of  Luis  de 
Vergarain  Oct,,  1597. 

Vitoria  (Isabel  de),  actress  in  the  company  of  Roque  de 
Figueroa  in  1631.  She  and  her  husband  Jusepc  del  Petal  were  In 
the  same  company  in  1632,  and  acted  in  the  Corpus  festival  at 
Seville.  She  figures  in  the  original  cast  of  Rojas  Zorrilla's  Peligrar 
en  lot  Remedial  (1634). 

Vitoria  (Makia  de),  wife  of  Luis  Bernardo  de  Bovadilla; 
both  appeared  in  the  cast  of  Alarcon's  Las  Paredei  oyen  in  1617, 
and  both  belonged  to  the  company  of  Antonio  de  Prado  in  1624, 
In  1625  she  and  her  husband  appeared  in  Lope's  Bras'tl  restituido. 
Both  were  also  in  Prado's  company  in  1626,  when  they  appeared 
in  Lope's  Amor  eon  Vista.  They  acted  at  the  Corpus  festival  in 
Salamanca  in  1637,  Bernardo  directing  the  company.  From  Feb., 
1638,  to  1639,  she  acted  tn  the  joint  company  of  her  husband  and 
Alonso  de  Olmedo.  In  1659  both  were  again  in  the  company  of 
Antonio  de  Prado  tn  Seville  at  Corpus. 
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Vivas  (Isabel),  wife  of  Vicente  Vivas;  both  were  in  thei 
pany  of  Francisco  Lopez  in  Seville  in  1 663.     She  was  in  dK  em-  \ 
pany  of  Felix   Pascual  in   1665    (being   then   divorced 
husband  Vicente  Vivas),  and  1671,  playing  cuartas  y 

Vivas  (Juan)  of  Valencia  and  his  wife  Ana  de  Reotcmi 
in  the  company  of  Pedro  Cebrian  in  1619.     {N.  D.,  p.  175.)  Oij 
Feb.  15,  1636,  he  joined  the  company  of  Pedro  dc  la  Rosa.    (/W,| 
p.  245;  Rosell,  Vol.  I,  p.  235.)     On  Feb.  7,  i6j7,  heentenil 
company  of  Luis  Bernardo  de  Bovadilla  as  graeioto  for  one  \ 
(N.  D.,  p.  260.)     In  Rosell,  Vol.  I,  p.  405,  he  appears  in  ibtt 
pany  of  Tomas  Fernandez,  but  this  company  js  identical  with ' 
of  Rosa,  and  the  entrcmes  El  Soldado  was,  apparently,  ttpr 
in  the  same  year   (1636),     The  Juan  Vivas   in   the  conptBy ' 
Sebastian  de  Prado  (Nov.  25,  1651 )  was  probably  the  same  | 
(Calderon  Dacumentos,  p.  i8q.) 

Vivas  (Vicekte),  v.  Vivas  (Isabel). 

ViVES  (Jose),  Valcncian  actor;  his  wife  was  Ana  Xfam. 
son  was  Antonio  Velez  de  Guevara,  q.  v, 

VrzCAiNO  (Juan)  and  his  wife  Isabel  de  Gongora  were  i 
company  of  Cristobal  de  Avendano  in   ]6j2,   be  bring 
He  died  before  Feb.,  1636,  when  Isabel  de  Gongora  is 
as  a  widow. 

VoLAY    (Andres  de),   musko  y  bailarin    in   the  OMmiiy 
Antonio  de  Rueda  in  1640.    v.  Bolay, 

Xerez  (Cosme  de)  took  part  in  the  Corpus  fotival  a; 
in  1559,  1560,  1563,  1564,  1574,  and  J1576. 
Xerez,  v.  also  under  Jerez. 
XiMENEZ,  v.  Jimenez. 
XuAREz,  V.  Juarez. 

Ynbs,  v.  Hita. 


Zabala  (Manuela),  actress  in  the  company  of  Felix 
in  1673. 

Zabala    (Nicolas  de),   "Americano,   natural    de  ZacaiecVtl 
married  Maria  Jacinta  {la  Bolichera).     He  died  before  167O1 

Zaballos  or  Zeballos,  v.  Cbballos. 
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Zam BRAND  (Alonso),  actOF  in  the  company  of  Bernardo  de  la 
Vega  in  1672.    v.  S.ambrano. 

Zamudio  (Sebastian)  and  his  wife  Jeroniraa  de  Hcrrera  were 
members  of  the  company  of  Manuel  Vallejo  in  163 1. 

ZaNCaOO,  actor  in  the  cast  of  Lope  dc  Vega's  Quien  mat  no 
ftueJe  ( 1616). 

Zapata  (Andrea)  and  her  husband  Pedro  dc  Villcgas  were  in 
the  company  of  Juan  Roman  for  one  year  from  Nov.  2,  1638, 
both  playing  second  parts. 

Zavala  (Maria  de),  actress  in  the  company  of  Jose  Garceran 
in  Seville  in  1657,  and  in  the  company  of  Juana  de  Cisneros 
in  1660. 

Zavala  (Nicolas  de),  $alan  in  the  company  of  Jose  Garceran 
in  Seville  in  1657. 

Zayas  CJeronima  de),  "single  woman,"  actress  in  the  Corpus 
festival  at  Almonacid  de  Zurita  in  1631 ;  "she  is  to  go  a  fortnight 
previously  to  rehearse,  and  is  to  receive  300  reals  and  have  expenses 
paid-' 

Zayas  (RodrjGo  de),  actor  in  the  company  of  Francisca  Lopez 
in  Seville  In  1663. 

Zebrian,  V,  Cebrian. 

XioiLnA  or  ZuRiTA  (Pedro  de),  native  of  Segovia,  actor  in  the 
company  of  Jcronimo  Velazquez  in  1590>  and  in  the  company  of 
Alonso  Riquelmc  for  one  year  from  March  7,  1602.  "He  is  to 
receive  10  reals  for  each  performance  and  4.  reals  daily  for  main- 
tenance," In  1607  he  was  in  the  company  of  Melchor  de  Leon. 
He  is  mentioned  in  i6oj  by  Rojas  {Viage,  p.  131)  among  acton 
who  were  also  playwrights. 

ZuRiGA  (Bartolomb  de),  actor  in  the  company  of  Juan  de 
Morales  Medrano  in  Seville  at  Corpus,  1615,  when  he  received  a 
gratuity  of  100  reals. 
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